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Abstract 
 
This practice-led research enquiry draws on three established traditions of practice; 
process drama, community theatre and community conversations to devise a hybrid 
Theatre for Development model called Theatre in Conversations. Theatre in 
Conversations is developed to improve Theatre for Development practice in PNG. 
 
The study illustrates how the author collaborated with experienced PNG cultural and 
community theatre practitioners to develop and trial Theatre in Conversations in three 
villages in Rai Coast District, Madang province. The model uses violence against 
women as content material to test the robustness of Theatre in Conversations’ design 
features and how they address some of the shortfalls in Theatre for Development 
practice in the country. 
 
Initial findings from the field indicate that Theatre in Conversations improves local 
participants’ capacities to effectively interrogate and question harmful social and 
cultural practices that perpetuate violence against women. This is particularly 
significant considering scant attention to learning pedagogies and social and cultural 
structures of power are partly the reason why TfD has limited success. The study also 
details the skills artist-facilitators need to use in Theatre in Conversations for greatest 
impact. 
 
This study includes two creative outputs: one an account of the experiences of women 
experiencing domestic violence in PNG while the other details a pragmatic and 
useable toolkit for TfD and community theatre practitioners. With these tools 
practical TiC workshops can be run. Findings and outputs from the study have the 
potential to be used by TfD practitioners in other countries. 
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CHAPTER ONE: INTRODUCTION  
1.1 SENSE OF THE PROBLEM 
 
For the last 30 years since political independence, issues and problems in my country 
(Papua New Guinea) have continued to increase unabated, despite the significant 
economic growth of recent years (Australian Department of Foreign Affairs and 
Trade 2012, Bulman 2012). The social implications of these imbalances are wide and 
far-reaching and not surprisingly have become the focus for international and national 
development organisations as they seek to develop appropriate strategies to improve 
the development of the country.  
The HIV/AIDS epidemic was especially disturbing. It achieved worrying levels in 
2007 when HIV reached a prevalence rate of 1.28 per cent in the adult population 
(National AIDS Council Secretariat,2007, pix), subsequently making PNG the fourth 
country to be classified as having a ‘generalised epidemic’ (NACS and 
NHASP,2004). It was indiscriminate, exacerbating efforts to alleviate its impact but 
in 2009, estimates showed the prevalence rate levelling off and reducing to 0.9 per 
cent (NACS, 2009, p1). This trend continues to recede today  
 Based on this latest model, the prevalence of HIV nation-wide for  PNG 
 among the adult population (15-49 years) [is] estimated to be 0.8% in 
 2010 and 2011 (Reinhold and David MacLaren 2013 p11).   
 
While the prevalence of HIV has been arrested other issues emerged strongly, in 
particular gender-based violence. The prevalence and the ongoing incidence of 
gender-based violence (Bradley 2011, National AIDS Council PNG and UNDP 
2013), specifically violence towards women, raises serious questions regarding the 
way development is being achieved in Papua New Guinea.  
Even though robust initiatives have been developed to mitigate the impact of violence 
towards women, it has contributed little to reducing the rate of violence against 
women in the country. Women and girls continue to be violated despite law 
enforcement agencies being so close by, and men still claim the prerogative to beat a 
women because paying bride price legitimatised their right to do so (Bradley 2011, 
World Bank 2012 p16, National AIDS Council PNG and UNDP 2013). 
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Programmes addressing other social issues meet the same challenges because they 
tend to rigidly value the execution and delivery of development project outcomes 
rather than take into consideration the complexity of social spaces people live in. 
These complexities include customs, power, poverty, absence of vigilant and stronger 
law enforcement agencies, gender inequality, violence towards women, and shame 
and stigma. Furthermore, these planned programmes are often only accessible to 
mainstream groups and neglect those living on the margins of society, some of whom 
experience social inequities daily and even though their situation demands immediate 
redress, this is rarely attended too. 
For men and women who want to remove themselves from vulnerable and harmful 
situations, ambiguity and anxiety experienced within their social spaces obscure their 
agency. Additionally, services like health, welfare and law enforcement are 
dysfunctional, challenging efforts to lessen the impact of social incursion.  
For the most part, change is measured against predetermined outcomes like achieving 
a fixed number of trainings and capacity building workshops or the number of 
community visits carried out by respective organisations. However, less time is spent 
during such training and capacity building workshops investing and developing 
reflective practitioners and local capacities to deepen participants and the 
community’s ability to understand and address social issues. It is an aspect of 
development work criticised by Australia’s Office of Development Effectiveness:  
 In Education and Prevention there appears to be little progress on changing 
 behaviours and preventing HIV infections. Many of AusAID’s partners 
 continue to focus on outputs (numbers of workshops, numbers of people 
 attending workshops) rather than behavioural change outcomes  
 (Carlson, Rudland et al. 2012  p86).  
 
The issue is exacerbated by assumptions made by many development agencies that 
regard individuals as autonomous bodies, capable of rational behaviour. This premise 
ignores the social and cultural complexities individuals grapple with. While tangible, 
measurable outcomes point to the delivery of projects, attaining transformation and 
social change within programmes is often constrained, as project outcomes fail to take 
into consideration the diversity of the place and social influences that mediate the 
lives of the people.  
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This is particularly significant in PNG given the interlocking social relationship that 
shapes the lives of individuals. PNG is not an homogenous country but a myriad of 
cultures, customs and social norms that govern tribes and clans. Its diversity is often 
cited as hindering development. But there are scholars (Moutu 2000, Stella 2003, 
Vallance 2007, Levy 2008) who disagree arguing that development can be less 
imposing if it is aligned with the social and cultural processes of communication 
embedded in the communities.  
Needless to say, the lack of visible improvement manifesting in the lives of the people 
of PNG deepens cynicism towards the idea of development in the country. The 
Bosmun people of Madang refer to this so called development as bagarapment 
(damage instead of development) as some of Madang’s land and natural resources are 
pillaged for economic gains without consideration to the impact on the lives of locals. 
This scepticism regarding the lack of development despite the increased attempts to 
improve the social and cultural aspects of Papua New Guinean well being is shared by 
a lot of the general public in the country including myself.  
1.1.1 My story: challenges in the field  	  
I have worked in this field of community cultural development and Theatre for 
Development (TfD) in rural and remote Papua New Guinea for more than years five 
years and it has been characterised by frustration and set backs.  
To exemplify the magnitude of the challenges and the paucity of change, I would 
like to report on a well-meaning project that began in early 2000.  It was a Theatre 
for Development project addressing the impact of HIV and AIDS in the country. 
Because of the heightened HIV prevalence rate at the time, AUSAID provided 
substantial financial and technical support to the Papua New Guinea National AIDS 
Council Secretariat (NACS) to use theatre as an education and prevention 
communication tool in the National HIV/AIDS Support Programme (NHASP). At 
the time the programme covered all 20 provinces in the nation. To embark on this 
ambitious programme, a generic script titled It is time to talk about AIDS was 
commissioned from the Wan Smolbag Theatre Company based in Vanuatu.   
To perform this script in the various local communities, Wan Smolbag trained four 
key Papua New Guinean theatre trainers to conduct the core theatre training. The 
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team used this standard script in a ten-day workshop/rehearsal schedule in what was 
then 20 provinces, which always culminated in a performance at the end of each 
provincial theatre workshop. The performance It is time to talk about AIDS? and 
various other skits were left behind with the respective participants who were 
expected to train their individual theatre troupes and subsequently raise awareness 
in their own communities.  
At the time there were other organisations which developed their own scripts but 
NACS as the institutional guardian of HIV messaging, did not allow these scripts to 
be performed. The restriction was largely to discourage ill-informed HIV messages 
that might confound the HIV and AIDS campaign. While the intent was plausible, 
the restrictions posed huge challenges. The commissioning of a standardised script 
from Jo Dorras of Wan Smolbag expected that all 20 provinces of PNG would 
experience a generic script. The script was rigid, one size fits all and not responsive 
to local communities. It had no community input and collaboration as “[m]uch of 
the material was written in 2003 by Jo Dorras of Wan Smolbag in Vanuatu…” 
(Corrigan 2006 p12).  
Failing to take into consideration planning and management strategies that included 
capacity development of the 86 theatre troupes (Corrigan 2006 p28) also 
compromised this NACS initiative. Absence of research, monitoring, documenting 
and evaluation of these theatre programmes meant progress and challenges of 
theatre groups and their work could not be adequately captured and reflected on to 
improve the programme. It was a gap identified by Corrigan’s (2006) external 
evaluation team who recommended the 
 …need for someone from each province to monitor the theatre groups in 
 action and provide comment on direction, performance, materials and 
 facilitation ( p5). 
Other issues surfaced. In the workshop itself actors/participants who represented 
their communities had to learn their lines, which were written in English and 
acquire directorial skills by the end of ten days. In their own villages, these 
participants had to transfer their skills and knowledge to the rest of their groups and 
then conduct community awareness using the It is time to talk about AIDS script. 
Because additional mentoring and monitoring of the theatre troupes capacities were 
not addressed, community theatre performances did not expand the communities’ 
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knowledge around HIV and AIDS or the behaviours that increased the likelihood of 
contracting it. Inadequate understanding of the tenets of community theatre, theatre 
for development and clinical HIV/AIDS knowledge complicated the work even 
more.  
 ...the community theatre groups in Goroka, Simbu and Gulf were using the 
 standardized community theatre materials. However, it was clear that 
 many of the theatre groups are not comfortable with the main play written 
 about challenging the stigma of HIV and AIDS “It is time to talk about 
 AIDS”. In Goroka the play was not well performed  with much of the dialogue 
 in English and inaudible to the audience. In  Simbu the play was not 
 performed at all (Corrigan 2006 p2). 
 
At the peak of the HIV epidemic in PNG, communities especially village 
communities were so afraid of contracting the virus that anybody rumoured to be HIV 
positive was immediately stigmatised. In the most extreme cases some people 
purported to be HIV positive were buried alive. The script It is time to talk about 
AIDS tried to allay these sorts of irrational fears but theatre troupe members could not 
adequately calm their communities because they were inexperienced and lacked 
sufficient clinical HIV/AIDS knowledge to correct misconceptions.  
At other times it was difficult because theatre troupes came from the villages they 
performed in and could not confront or correct other men or elders of the community 
as it went against cultural and traditional protocols. Unfortunately Corrigan’s (2006) 
observation above represented a broad set of experiences shared by most of the 
NAC’s supported theatre groups.  
For the duration of this NAC led initiative the issue of challenging HIV 
misconceptions remained unopposed and no thought was paid to strategies to cater for 
the obvious tensions these situations created. One initiative to consider could have 
been the creation of a safe social space for discussions. If negotiated well this could 
potentially have transformed the dynamics of traditional patriarchal social structures 
into neutral and shared platforms that could allow necessary social disruption not 
normally condoned by the community. For instance young men challenging older 
men, men disagreeing publicly with other men, women disagreeing with men or 
women speaking out openly. It could happen without fear of retaliation, reproach or 
inducing shame.  
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Other shortfalls were noted. TfD practitioners were unable to learn from post 
performance discussion because they lacked the skill to analyse and synthesise 
information regarding the way communities responded to the HIV awareness. 
Henceforth post performance discussion was often undervalued or not seen as a 
priority. Precious learning that could have been extracted from the discussions and 
added to the rigour of the programmes was overlooked, at times unintentionally.  It 
was a challenge shared with consecutive HIV prevention and education programmes:  
  …while successive AusAID HIV programs in PNG have always placed a 
 strong emphasis on research M&E, they have been less adept at translating the 
 evidence it has helped to generate into strategy or program interventions. HIV 
 Program staff and partners have not  consistently integrated the use of 
 evidence—primarily in using the results of research into the social and 
 behavioural factors—which could underpin prevention programming 
 (Carlson, Rudland et al. 2012 p56). 
 
As a result TfD practices in PNG did not privilege local learning and ignored 
communities lived experiences therefore undermining attempts to create change and 
community engagement. When TfD performances did privilege learning by way of 
including indigenous performativity, practitioners missed opportunities to fully 
integrate local knowledge embedded in oral traditions to increase participation and 
align practice so that it resonated with communities. Rather than harness the aesthetic 
capabilities of indigenous performativity and oral culture, indigenous performances 
served only to embellish theatre shows.  
Another flaw in the design of the Theatre for Development project was the inadequate 
level of ownership and collaboration resulting in the absence of teamwork in script 
development. The design of the process meant that Wan Smol Bag had little 
opportunity to gather or incorporate local content and local input. Instead of 
harnessing indigenous ways of understanding and communications in script 
development, the project remained committed to developing one generic script for use 
in, at that time, all twenty provinces of the most ethnically and culturally diverse 
country in the world. 
A grant scheme was set up to support the implementation of theatre performances, 
but financial mismanagement reduced the chances of local theatre groups 
establishing independent community theatre projects. Together, these factors 
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quashed any hope for an effective community theatre programme in any of the 
provinces. 
The lack of evidence showing how community theatre effects behavioural change 
(Corrigan 2006, McPherson 2008, Morea, Kamasua et al. 2009, Reinhold and David 
MacLaren 2013) tainted any usefulness of the application and TfD programmes as a 
pragmatic communication strategy in PNG was called into question. 
The steady increase in HIV prevalence rates further signalled the ineffectiveness of 
the programme. In 2007, an Independent Review group recommended the theatre 
component of the HIV and AIDS prevention programme to be transferred to the 
newly established National HIV and AIDS Training Unit (NHATU) in the 
international education agency’s teacher training unit and the end of the NHASP. 
The community theatre-training programme supported through NACS is struggling 
to survive.  
While the community theatre initiative informed by Wan Smolbag’s experiences in 
Vanuatu was developed with the best intensions in mind, it fell short of achieving 
change because of the reasons I highlighted. Those reviewing the project recognised 
this inconsistency but remained hopeful about the potential of community theatre: 
 The use of theatre and dance for HIV prevention remains under-developed 
 (with a few notable exceptions), although such approaches have great potential 
 among poorly literate and widely dispersed provincial potentials  
 (National AIDS Council Papua New Guinea 2008 p22). 
 
Theatre is still one of the mediums for disseminating knowledge, not only because it 
is receptive to the oral cultures of the country but because its impact can extend 
beyond the performance.  The performance forms embody cultural aesthetics that 
have bestowed authority, and according to Chinyowa (2005b) provides “…an 
epistemological order in which knowledge is acquired and expressed through 
analogy, allusion, symbol and metaphor” (p1). They present an affective mode of 
contextualised knowledge discernable by those who share the same cultural 
understandings and can trigger an affective response.  Utilised correctly, it has the 
potential to generate collective action and change. Therefore it isn’t surprising that 
proponents of TfD practice, a field that shares cognate variants with community 
theatre, argue for the inclusion of indigenous and culturally relevant artefacts to 
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inform communities (Kidd 1985, Kerr 1991, Mda 1993, Chinyowa 2008, Hatar 
(n.d)).   
1.1.2 The need for a new model of Theatre for Development in PNG 	  
The fundamental shortcomings in the design of the NACS-led Theatre for 
Development projects such as the Wan Smolbag experiment outlined above meant 
that development partners disregarded the efforts of local communities and the 
potential of TfD.   
It disturbed me because I knew VSO Tokaut AIDS, the community theatre project I 
was working for, remained committed to nurturing local partnerships. One of its 
uncompromising principles was to invest wholly in building and maintaining solid 
relationships with local partners. Out of this investment emerged a local collective 
made up of teachers, health workers, district officers, ward leaders, local councillors 
and 12 theatre troupe members who crossed huge rivers and climbed mountains by 
foot, braved bad weather and rough seas to layer HIV and AIDS information in an 
attempt to educate 64 000 people in four local level government areas of the Rai 
Coast district. The collective was motivated by a deep sense of duty to inform their 
kin and local community about the effect and affects of HIV and AIDS.  Only the 
theatre troupe members were remunerated. The rest of the partners were supported 
through Rai Coast District Administration. Where we failed we started again, 
constantly learning from the losses and evolving to improve the way we worked in 
communities.  
Contrary to the negative views held against TfD practice, I knew first hand the 
communities potential for collective action despite facing extreme challenges. The 
ability of local communities to learn made me appreciate the potential of rural 
community members. Some of our partners, especially the 12 theatre troupers, had 
limited experience or training but it did not hinder their determination to understand 
difficult concepts of community engagement or Theatre in Education work. They 
worked in all local schools in the Rai Coast districts conducting theatre in education 
workshops, improving student HIV content knowledge.  
While Tokaut AIDS had marked success, I felt it needed to strengthen other aspects of 
its work but I was unsure what those aspects might be. When I left Tokaut AIDS to be 
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part of a team that began to roll out Community Conversations, I began to understand 
what was missing from the VSO Tokaut AIDS project. It was to create a form of TfD, 
which could be changed to accommodate the needs of the community as the drama 
was playing. It would require an open and adaptable form of drama led by facilitators 
highly skilled in community consultation.  
After experiencing challenges in community cultural development work, it occurred 
to me that perhaps I could harness the efficacious features of Community 
Conversations, Community Theatre and Drama to create a new development practice 
in the field of TfD. It would need to be a hybrid Theatre for Development model. This 
new model of Theatre for Development would be shaped by two evolving research 
questions described below. 
1.2 IDENTIFYING THE RESEARCH QUESTIONS 	  
The first research question needed to address the design features of a new TfD model. 
I speculated that extrapolating the more robust elements of successful development 
practices could potentially benefit my new TfD model. But it needed an additional 
element in its design specifically an aspect that privileged the use of drama forms to 
explore issues and value the learning emanating from the process of exploration.  
The form of improvisation termed process drama fitted the way I wanted to the new 
TfD model to explore issues, through co-creativity, that engendered collective 
learning.  Fortuitously these three disciplines were already in existence in Papua New 
Guinea as community cultural projects addressing HIV and development. The first 
research question drew down on the successful elements of these three approaches 
and through a contextual review I honed in on these design elements that 
distinguished the practices. This line of enquiry became research question one. 
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1.2.1 Research Question One  
 
 What are the design elements and characteristics of a new model of theatre for 
 development,  which addresses the shortcomings identified in the current 
 approaches to  Theatre for Development in PNG? 
Once I identified the elements of my hybrid Theatre for Development model, I needed 
to test it in action to see whether it had the potential to address the concerns of 
established Theatre for Development in PNG. It was also clear to me from the 
literature review that artist-facilitators needed to be experts in content knowledge, 
understanding the various dimensions of the issues they were exploring. A structured 
way this could be investigated was through the use of process drama. Bowell and 
Heap (2001 p4) frame this learning  succinctly using a helix model of two interwoven 
stands, Strand A and Strand B where Strand A represents process drama forms and 
Strand B represents content. Practiced this way, it challenges and shifts participants’ 
understandings and beliefs expanding their knowledge of an issue and the possibility 
of changing existing structures in relation to the issue or content under consideration. 
This way of exploration improved content knowledge adding value to TfD practice 
and will be expanded in the next chapter.  
While I had found an appropriate approach to increasing participation and collective 
learning I needed content to test the features of this new TfD model. Because violence 
against women was a most pressing issue in the country, I selected it as the content to 
be investigated using this new TfD form.  
As much as I wanted to test the rigour of this new model using violence towards 
women as content, I also wanted the new TfD form to deepen leaders and 
development practitioner’s reflective practice and fully understand the content they 
chose to address.  
As I had found out, inadequate knowledge into the social and cultural aspects of 
communities, and poorly understood power structures existing in the community, 
perpetuated inequity and unreflective facilitators increased the likelihood of this 
happening. It is therefore essential that leaders and practitioners of the form fully 
understand the context they were working in. 
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The dialogical and performance features of the new TfD influenced the naming of it. I 
called it Theatre in Conversations, TiC for short, and those who led it I will see as 
artist-facilitators. 
1.2.2 Research Question Two: 
 
Research Question Two, while it tests the limits of Theatre in Conversations (TiC) 
design features it also addresses the shortcomings of capacity building training 
programs building the necessary skills and capabilities required of TiC leaders.  
 What skills and capabilities will artist-facilitators of Theatre in Conversations 
 need to acquire in order to successfully deploy the model for social change in 
 PNG? 
 Sharpening the skills and capabilities of TiC leaders featured prominently because in 
the six years of working in the field of theatre and community cultural development I 
saw how programmes operating in local villages did little to ease the burden of 
poverty and the effects of social injustice and affected me deeply. This happened as a 
consequence of unreflective leadership in development programmes.  
Furthermore ineffective leadership manifested in patronising and condescending 
attitudes, left people and communities unable to believe in their own potential to 
create change. In the extreme cases it diminished the community’s hope to transcend 
their lamentable positions.  
For instance, I remember the hurt, pain and helplessness of women in rural areas of 
PNG when they told me how their husbands left them for another woman with blatant 
disregard for them and their children and yet programmes ignored her experience 
regarding it as a domestic issue and therefore unable to attend to it. 
I remember the sadness and despair in a young girls’ eyes when told she could not 
attend secondary school because she was not valued enough to warrant an education 
and yet a girl’s right to education is upheld by various UN conventions as a 
mandatory human right. As a nation my country is signatory to these conventions but 
continues to flounder in this area.  
I remember feeling the rejection in the voices of single mothers engaged in sex work 
when they told me how people made them feel unworthy of the life they possessed 
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simply because they chose to use their bodies to earn a living. In this case intersecting 
agencies tasked to support their human rights found it difficult to grapple with the 
social and cultural complexities that put theirs and that of their children’s life at risk. 
Finding the limitations of Research Question 2 would sharpen the skills and 
capabilities of TiC leaders to appreciate nuanced stories and then value the findings 
therein to increased efforts to expedite change.  
These confronting experiences triggered my practice-led research to find a better way 
to value, respect and meaningfully engage women and communities as equal and 
powerful partners in all community led programmes.  
 
1.3 CONCLUSION 	  
I knew TiC needed to engender a collective and collaborative dynamics in co-
creativity. It needed to value participation and experience as sites for knowledge. As a 
development approach, TiC had to be appreciated as a tool to construct social analysis 
of community participation (Johansson 2007). It needed to value oral and indigenous 
cultural practices as an inherent form of knowing. In doing so, it would privilege the 
power of performance and visual based communication embedded in the traditional 
communication modes of Papua New Guinea. By incorporating localised 
communication strategies, TiC would privilege ethical ways of collaboration and 
collective learning.  
I further envisioned that TiC would support its artist-facilitators in understanding 
local power structures and how they perpetuate injustice. Lastly, I imagined TiC 
would encourage a dialogical approach to learning informed by respect and empathy, 
and support everyone, especially women to be part of the conversations.  
 
In chapters two and the first part of chapter three a contextual review will identify the 
theoretical underpinnings of Community Theatre, Community Conversations, and 
Process Drama which will inform the design of the new model of theatre of 
development – Theatre in Conversations.	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CHAPTER TWO: CONTEXTUAL REVIEW 
  
To inform the development of a Theatre for Development hybrid model, I will detail 
three bodies of practice that will apprise this study namely community theatre, 
community conversations and process drama. First though some deeper knowledge 
of PNG is essential. 
2.1 PAPUA NEW GUINEA CONTEXT 	  
Figure 1 Linguistic Map of PNG  (Ethnologue:	  Languages	  of	  the	  World	  2013,	  Ethnologue:	  Languages	  of	  the	  World	  2013). 
Papua New Guinea is a developing country and the most linguistically and culturally 
diverse in the world, boasting over 841 languages and over 1000 different ethnic 
groups. A representation of this diversity mapped out in Figure1 hints at the 
magnitude of these differences. TfD programmes in PNG regularly ignored these 
cultural variances and therefore missed opportunities to use them as cultural and 
social registers of how communities lived. If organisations had taken this diversity 
into consideration aspects of their work would have benefited greatly.  
2/04/14 5:40 PMPapua New Guinea: Index Map | Ethnologue
Page 1 of 1http://www.ethnologue.com/map/PG_xx
SIL International Publications
7500 West Camp Wisdom Road
Dallas, TX 75236-5629 USA
publications_intl@sil.org
T: 972-708-7404
F: 972-708-7363
Papua New Guinea: Index Map
See language listings for Papua New Guinea
These maps may be used in reports, presentations, displays, and other uses as long as they are not altered. They have "watermarks" on them to remind users that these are for
private use and not for distribution to others, either as printouts or as computer files, except as noted in the full Terms of Use statement.
This web edition of the Ethnologue may be cited as: Lewis, M. Paul, Gary F. Simons, and Charles D. Fennig (eds.). 2013. Ethnologue: Languages of the World,
Seventeenth edition. Dallas, Texas: SIL International. Online version: http://www.ethnologue.com.
Copyright © 2013 SIL International
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PNG is well known for this abundance in culture and language diversity, but it is also 
recognised for its rich reserves in oil, gas, copper and gold as well as its bio diversity. 
These resources have contributed significantly to the country’s economic growth 
making it the 6th fastest growing economy in the world as of 2011 (Australian 
Department of Foreign Affairs and Trade 2012, Bulman 2012).  
Provinces that provide some of these resources include the Southern Highlands 
(SHP), Hela, Western, Madang, Popendetta and West New Britain. Major resources 
and industries include housing oil, gas, copper, nickel and oil palm resources 
respectively (Figure 2). 
 
Figure 2 Map of provinces where minerals and natural resources are located 
Although communities within the vicinity of these resource areas are facing their own 
challenges and issues related to these developments, the migration of workers into the 
provinces adds another dimension to problems in the area. The heightened mobility of 
a transient population, particularly men, and their increased disposable income from 
this employment attract other people into these areas. Mobility and money increase 
alcohol consumption and gambling, whilst also increasing gender violence especially 
violence towards women. Accompanying these developments is an increased risk of 
contracting HIV and AIDS.  
Madang	   West	  New	  Britain	  	  
Popondetta	  
SHP	  Kiunga	  
Tari,	  Hela	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Unfortunately this is an issue broadly affecting the country and despite the significant 
economic growth, the majority of its population do not benefit equally and in most 
cases cannot access reliable health, education and other basic services. This disparity 
is more pronounced in rural PNG with the rural population facing extreme hardships. 
These challenges have compelled a number of successful development initiatives to 
try and mitigate the impact of the problems. One of these development initiatives is 
Theatre for Development. It first came into PNG in the early 1970’s and despite its 
limited success over the years, it continues to be an accepted form to spread 
awareness. 
2.2 THEATRE FOR DEVELOPMENT IN PNG 
 
Theatre for Development  (TfD) emerged in the 1970’s primarily as communication 
medium propagating government and non-government information initiatives to 
largely rural areas.  
 
Prentki (2003) marks its history as “…development from modernisation to 
participation…”(p40) with the process of modernisation intended to raise the living 
standards of largely rural societies experiencing social inequities. But this process of 
modernisation sometimes did not reflect the community’s needs and aspirations as the 
ideas for modernisation were intrusive, disruptive and disrespectful, neglecting 
communities input and the traditional processes that structured the lives of rural 
communities. In the end it failed to curtail encroaching issues. Its lack of traction in 
improving lives was a symptom of an exclusionary process of participation even 
though it professed an inclusionary approach. 
 
Genuine participation was not the only point of contention raised. Mda (1993) pointed 
out flaws relating to the lack of empirical data supporting claimed changes and 
Chinyowa (2008) objected to the way TfD privileged performance rather than 
process.  He knew that learning during and through the process of creating 
performance had distinct advantages.  
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Furthermore TfD displayed superficial levels of community engagement as it 
frequently devised performance without communities input rendering performances 
void of relevant local content.  
 
Okagbu (1998 p24)  added to the growing concerns identifying the alliance between 
Theatre for Development practitioners and government and non-governmental 
organisations as fraught with difficulties particularly an inevitable association of 
dependence and control as funding and funding objectives dictated the types of 
development initiatives, rather than the other way around. 
Other issues persisted. TfD programmes paid little attention to understanding local 
learning modalities embedded in indigenous performativity and therefore missed the 
opportunity to utilise its functionality. Because TfD was usually framed using western 
pedagogies of learning it was unable to appreciate the way others learn, see and 
experience things mediated by their indigenous cultures and performances something 
which Chinyowa (2005b) highlighted in his thesis.  
Using five indigenous genres of play; children’s games, storytelling, religious ritual, 
song, dance and masquerade (p75) he demonstrated the learning modalities in 
indigenous performativity and their pedagogical possibilities. Paying attention to 
them, he argues, improves communication because these genres draw their 
formulation on the collective understanding, history, experience and oral cultures of 
the community.   They trigger an affective responses and create what Prentki (2011) 
terms as “relational aesthetics…between performance and audience…”(p40) because 
it is collective memory, where the realities recounted in the performances are 
recognised and shared by the audience. For Prentki (2011) and Chinyowa (2005a,b) 
appreciating indigenous performativity beyond  aesthetics has profound advantages.  
Learning from Indigenous knowledge within an oral culture can improve theatre for 
development practice (Mda 1993, Chinyowa 2005b, Prentki 2011) but it requires a 
commitment to understand indigenous pedagogical models of learning and its 
functionality when complementing western pedagogies of learning. It also means 
understanding the cultural and social practices that shape the way people live their 
lives. Because as Chinyowa (2008) finds out, if  cultural practices and the inherent 
patriarchal power structures are not understood properly, people performing plays that 
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have inadequate understanding of the realities of place and space can cause more 
harm then good.  
 
Community theatre in PNG faces similar challenges.  McPherson (2008) made similar 
observations about a drama performed in West New Britan  which reinforced cultural 
bias against woman because community theatre practitioners could not challenge 
inherent patriarchal structures. The “mythic images of the female provided insights 
into the perceived positive and negative aspects of the feminine...” however “ the 
contradictions emanating from this belief complicated matters. Here “[m]en claim[ed] 
sexual prerogative on the one hand, while on the other, blaming their sexual 
transgressions on the woman’s seduction or love magic”(McPherson 2008 p229) 
implicating woman in the spread of HIV.  
 
Theatre in Conversations as a new TfD form needs to take heed of these cultural 
complexities and the pedagogical functions embedded in indigenous performativity 
and consider it as one feature of a new TfD model.   
A study of community theatre offers some directions into other features that may 
attend to the shortfalls of current TfD practice. 
2.3 COMMUNITY THEATRE:  	  
Community participation, co-collaboration, giving voice to the marginalized, seeking 
social justice are some of the common themes linked to community theatre practice. 
Importantly community theatre “…yields a grassroots performances in which the 
participating community residents themselves perform and during the creative process 
… have substantial input” (Van Erven 2001 p3). He explains further:  
[community theatre] privileges the artistic pleasure and sociocultural 
empowerment of its community participants. Its material and aesthetic forms 
always emerge directly (if not exclusively) from ‘the’ community, whose 
interests it tries to express (p3). 
Community theatre draws its inspirations from the injustices and stories of oppression 
that never get fully expressed but which are concealed for various reasons. Ideally 
community theatre is built in communities, co-creating works that make known these 
discrepancies and disparities. Community stories are collected and woven together, 
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authenticated and validated by those affected and later performed back to their 
communities. Underpinning this practice is an imperative to deepen the conscience of 
those who spread these injustices but also deepen the conscience of those within the 
community to build collective social action.Van Erven (2001)  proposes that 
community theatre is: 
… a potent art form that allows once largely silent (or silenced) groups of 
people to add their voices to increasingly diverse and intricately inter-related 
local, regional, national and international cultures, whether these are evolving 
in insular Southeast Asia, provincial Europe, on the metropolitan southern 
Californian coast, coastal Central America, rural East Africa, or suburban 
Australia ( p3). 
 
2.3.1 Community Theatre in Papua New Guinea 
 
Papua New Guinea has also benefited from the use of community theatre. During the 
1970’s and into the early 1980’s, community theatre or village plays as Murphy 
(2010) describes them, was used to carry out important health messages to the local 
villages. It was a response to the growing concerns especially during the 1980’s 
(Abrams 1981, Murphy 2010) when communication campaigns were not reaching 
rural communities and those that did failed to address rising health concerns.  
Messages were misconstrued and counterproductive because in most instances health 
campaigns were written or read in English or Tok pidgin. Neither of these languages 
was comprehended by most local rural communities who were at the centre of these 
concerns. To compound matters, rural PNG held the bulk of the population and 
services to the regions were becoming increasingly scarce. Communication 
campaigns needed a localised approach and community theatre become accessible as 
an alternative communication medium. 
The former national Raun Raun theatre company (Murphy 2010)  was the first to 
propagate social campaigns using community theatre (p72). The performances had a 
combination of westerns forms of theatre melded with aspects of indigenous 
performances. For the most part it was well received but it had partial success in 
creating change because performances did not reflect the issues in the community and 
creative input was restricted to the theatre groups only.  
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Input from local communities was minute, if at all. While many community theatre 
initiatives floundered the form persisted and has evolved since then. Even though the 
social purpose hasn’t changed, there has been a conscientious effort to engage 
rigorous ethical protocols to ensure genuine social inclusion. One organization whose 
efforts have been progressive is this area is Volunteer Service Overseas’ (VSO) 
Tokaut AIDS project (Lepani and Emily 2011 p9).  
2.3.2 Awareness Community Theatre (ACT): An example of Community theatre 
in PNG. 	  
The main aim of the Tokaut AIDS project is carrying out HIV/AIDS awareness 
through community theatre in two rural districts: Rai Coast district, Madang Province 
and Jimi District, Western Highlands Province. These two rural districts have been 
consistently neglected by national governments for over 30 years. With the increasing 
rise of HIV and the absence of government services to stem the looming impact of the 
epidemic, VSO invested in the Tokaut AIDS main HIV program – Awareness 
Community Theatre (ACT).  
In 2005, I was hired by Volunteer Service Overseas (VSO) Tokaut AIDS project as 
the theatre trainer for this Awareness Community Theatre initiative (ACT). I was 
based in the Rai Coast district, Madang Province. My job was to engage and train 
twelve young men and women to use drama and who would in turn educate the 
population of Rai Coast about the HIV epidemic and the behaviours that increased its 
spread.  
Tokaut AIDS attempted to look beyond the conventional prevention models of HIV 
interventions and take a site-specific, local approach to addressing behavioural change. 
It did this by drawing on the rich oral traditions, indigenous performances and 
traditional communication modes of the Rai Coast and developed performances based 
on the issues within the community.  
Through drama conventions participants were able to understand the wider meaning 
and implications of social issues. The iterative and reflective processes framing the 
drama workshops deepened understandings and the team also developed processes to 
document and evaluate how villagers were seeing the epidemic.  
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Additionally, the ACT’s consistent layered approach to build and improve 
comprehension heightened communities understanding about the social issues 
perpetuating the HIV epidemic and earned for VSO Tokaut AIDS recognition that 
this was a practice model: 
	    … the approach adopted by VSO Tokaut AIDS in the use of theatre and 
 dance constituted best practice, including a clear strategy and objectives; 
 audience analysis through baseline research; clear audience 
 segmentation; carefully crafted and tested messages; choice of appropriate 
 communication channels; active involvement of the target audience in 
 design, implementation and monitoring; and yearly external evaluations 
 (Lepani 2011 p11). 
This was a widely held view by many scholars and commentaries. Other scholars 
have also agreed with Lepani: (King and Lupiwa 2009 p29, Thomas, Papoutsaki et al. 
2010 p6, Lepani and Emily 2011 p9, Yamo 2011 p109, Haseman, Baldwin et al. 2012 
p3).	    
The ACT theatre troupe was recognised as a repository of expert knowledge about the 
HIV epidemic. They demystified the darkness and confusion that always seemed to 
confound the epidemic especially in the way HIV was contracted and dispelling 
misconceptions such as mosquitoes spread HIV and that condoms encouraged 
promiscuity and as a consequence increased the spread of HIV. 
At the core of this development programme were three intersecting relationships that 
worked collaboratively. Firstly, there was the ACT theatre troupe, made up of five 
local young men, five local women and two government employed community health 
workers. The theatre troupe, which apart from their contribution to creative 
development, also became cultural brokers, community liaisons and conduits to gauge 
social conditions in the Rai Coast.  
The second group was VSO International who managed the project and provided 
astute capacity building programs to support and improve the troupe’s various needs. 
These ranged from providing targeted training or procuring the engagement of other 
organisations to providing HIV and gender training.  
Finally there was the VSO theatre team who provided theatre training that merged 
western forms of theatre and drama with the Rai Coast indigenous modes of 
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performance. It was a fusion of skills and purpose that worked effectively, providing 
HIV education to the local communities (Levy 2008, King and Lupiwa 2009).
2.3.3 Three distinguishing features of Awareness Community Theatre (ACT) 
There are three distinguishing principles embedded in the VSO’s Awareness 
Community Theatre that contributed to the success of VSO’s ACT model. Taken 
together they constitute a mature understanding of both Community Theatre and 
Theatre for Development based on a cyclical and reciprocated way of working.  
These three features stood out for the community theatre practice and if taken into a 
new Theatre for Development model can have transforming effects as it did for the 
VSO Tokaut AIDS Awareness Community Theatre programme. The three 
distinguishing features Tokaut AIDS embraced are: 
1. Working with local expertise 
2. Site specific creative development and 
3. Layered approach  
Because teams were profoundly motivated to have an HIV free Rai Coast they 
worked together valuing difference and different perspectives of all that worked 
together. It was one part of my role to ensure these differences were respected and 
listened to. Managing the relationships evoked tolerance and understanding because 
while it was sometimes difficult to accept varying differences and values, the voices 
that spoke up marked a starting point to building long lasting relationships and 
signalled an understanding from all involved.  
Starting with the first distinguishing feature I describe reasons why it had lasting 
impact on the community theatre project. 
1. Working with local Expertise 
The incident that compelled the VSO Tokaut AIDS ACT project to value local 
expertise happened in our first year of working, when we noticed communities were 
not paying attention to our performances. Even after repeated visits to their villages, 
they still could not understand the dimensions or the implications of the HIV and 
AIDS epidemic on their lives and their communities. We knew this would have dire 
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consequences and during our reflections of the programme, we found that our initial 
attempt at creating community theatre was thwarted largely by an exclusionary 
process that inadvertently disregarded community input.  
The ACT theatre team had devised and written an HIV script in the provincial capital 
Madang without any input from anyone on the Rai Coast. Far worse our scripts had 
sexual inferences and references that left women and men uncomfortable. It was not 
surprising then that when we went to perform in the communities, local people opted 
not to watch our performances or if they did it represented a very small number of the 
community.  
We very quickly learnt that local expertise’s were needed to co-create the scripts 
and to build our knowledge about the social and cultural structures that govern the 
Rai Coast.  We identified a team of local experts who sat with our project team and 
collectively discussed a plan for the Rai Coast. Those that sat at the table were a 
Canadian project manager, a Theatre for Development practitioner who was a 
volunteer from England, two Papua New Guinean theatre trainers, twelve Papua 
New Guinean theatre troupe members, a local female head teacher, a husband and 
wife Community Health Worker team, and a male representative from the district. 
We also had the district administrator at the time sit in on this initial meeting.  
The first four people mentioned represented the Tokaut AIDS project, the latter 
group made up of four government representatives led teams in health, education 
and the district section of the Rai Coast. The members of the 12-theatre troupe were 
VSO’s community theatre group who knew every aspect of cultural and social 
happening that happened at village level and had a rapport with young and old alike.  
The discussions of our meeting set the precedence to appreciating intra-cultural 
dialogue, inter-cultural dialogue fostering understanding valuing above all genuine 
local collaboration that came with VSO partners.  
Engaging health, education and district government departments meant that the HIV 
and AIDS initiatives could at least be maintained in some form once VSO ended the 
project. With support from VSO, the teams from health, education, district offices 
and the theatre troupes were encouraged to manage and implement their individual 
programs.  
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For the health team, it focused on improving the capacity of health staff to carry out 
the latest HIV and Sexually Transmitted Infection (STI) health protocols. Members 
also conducted and organised subsequent HIV and AIDS related training to layer 
and increase knowledge as health staff became familiar with the protocols. 
The education team, with the assistance of the ACT team, ensured teachers teaching 
sexual health subjects in the national education curriculum could access drama 
forms and convention as an additional resource to teach the subjects that were 
sometimes difficult to teach because of the social and cultural taboos related to sex.  
The team from the District Office supported the implementation of all these 
initiatives and ensured HIV and STI work remained central to the development 
programmes in the district.  This team was also instrumental in organising HIV and 
AIDS training for local councillors of the eighty-two wards in the Rai Coast district, 
follow up training for them and monitoring their work in their constituencies.  
The ACT team’s primary role was to conduct regular performances in all 
communities and also conduct theatre in education workshop for students in all the 
primary schools in the Rai Coast improving their knowledge, looking deeply at the 
behaviours that increased the likelihood of contracting HIV. 
 In the course of implementation, where their programs crossed paths, the teams 
supported each other.   
VSO Tokaut AIDS insisted on government counterpart funding with which the 
district complied and matched every time. With joint funding the district teams 
planned and managed funds to support their respective programs and compiled field 
reports of their work and their findings. We all met at the end of every quarter 
reflecting on the progress or lack of it within our respective work. 
The teams I worked with not only had adept knowledge about their own fields of 
expertise but also about the Rai Coast district in general. They were cultural brokers, 
brokering relationships between the VSO Tokaut AIDS team and the community of 
Rai Coast because they understood the subtleties in social and culturally relationships 
and could interpret and understand the nuances within the context far more fluently 
than us in the Tokaut AIDS team. They also appreciated diversity and were agile in 
working with different perspectives because they understood the benefits of 
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development work, took into consideration different work ethics and importantly 
were able to value differences that emanated from within the ‘messiness’ of these 
relationships. These traits added considerable value to our HIV and AIDS response in 
the district.  
The second feature valued site-specific creative development. 
2. Site-specific Creative Development 
Whether it is working with prisoners, refugees, teenager pregnancies, the homeless, 
getting the government to put a water supply in a remote village, or improve 
students’ understanding of the curriculum, the crucial element in each case is that 
every situation in a project is dealt with specifically, looking from within. It resists 
as much as possible outside generic interventions that claim success simply because 
it has worked in another country or that it is propagated by large development 
organisations.  
The Awareness Community Theatre (ACT) worked hard to resist rigid and generic 
scripts that were strongly recommended by the National AIDS Council. Given that 
it worked first in two districts and later expanded to six districts proliferated by 
different ethnicity, language groups, social, cultural and political influences, the 
ACT programme was especially attentive to the particularities needed to inform its 
work. Data extrapolated from the district provided an understanding that contributed 
to designing the programmes and script development in each of the places.  
Taking care to include particularities of the six districts led Tokaut AIDS away from 
implementing generic forms, to one that valued site-specific creativity. It is a 
distinguishable feature that can add value to a new theatre for development model.   
Devising site-specific performance added one layer of HIV information.  But 
because Tokaut AIDS understood layering information would greatly increase 
communities understanding about the HIV epidemic it came up with an approach to 
continuously ensure quality learning evolved in its outreach work. 
3. Layered Approach 
During the first year of the project the Tokaut AIDS theatre troupe performed in over 
20 villages. By the end of the first year the external evaluation team found that 
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communities were still unsure what HIV and AIDS was or how it was transmitted. 
People still held on the belief that swimming in the same river as an HIV positive 
person placed them at risk or that mosquitoes could transmit the virus. The external 
evaluation team found out that while we had visited a lot of villages many of the 
locals interviewed still believed in the above myths.  This learning got incorporated 
and utilised to inform the next stage of the ACT work.  
To improve the way communities understood and used the information provided, we 
layered information at different times. We coined it the layered approach to learning 
where we took one piece of information and established it then added to that piece of 
information. This process constituted a layered but united representation of HIV 
information that expanded clinical knowledge and the behaviours that exacerbate it. 
To ensure we had a wide reach to the vast and inaccessible areas of the Rai Coast 
district, we worked across sectors engaging in a systematic way community theatre 
practitioners and VSO’s partners in health, education and district administration 
services to deliver programmes. This way of working triangulated all teams’ efforts 
forming strategic relationships that complemented and informed each other’s work.  
The health team conducted training to key health workers guaranteeing the latest 
health protocols were adhered too and subsequently following up with additional 
training to improve participant’s capacities to capture and evaluate their progress. 
For the teachers leading the education program, VSO supported drama in education 
training during the teacher’s regular teacher in-services workshops in the district.  
VSO also supported the layering of HIV and AIDS knowledge for eighty-two ward 
councillors. Apart from the ward councillors, leading district officers were also 
trained and their knowledge consistently monitored and regularly upgraded by VSO’s 
Tokaut AIDS HIV/AIDS trainers.  
The ACT had a layered approach too and did it by revisiting communities over time 
and with different scripted performances it had devised over the years. Its first script 
addressed modes of HIV and AIDS transmission followed by a script addressing the 
behaviours that drive the HIV epidemic and the implications of being infected and 
affected by HIV. The second last devised script addressed stigma and discrimination 
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and last of the theatre pieces looked specifically at community engagement and the 
cost of complacency in the community  
The theatre troupe’s repertoire also included theatre in education workshops tailored 
to specific subjects in the national curriculum. Theatre troupes carried these 
workshops to primary schools’ students in the district. 
Firmly embedding knowledge through a strategic multi-sectoral approach supported 
the way communities deepen their knowledge about the HIV epidemic. Taking 
advantage of the multi-sectoral partnership ensured that we were covering all sectors 
of the community.  Because the teams were vigilant in monitoring progress, gaps in 
knowledge were attended to with a high level of commitment.  
2.3.4 Conclusion 
Tokaut AIDS framed its practice within these three features described above. Central 
to this development was always the question of how best each community in which 
VSO worked in could benefit from the ACT program and whether the ACT program 
was creating what it set out to do – increase HIV knowledge and change behaviours 
that placed people at risk. The answers to that question sharpen the ACT response and 
the obstacles hindering the achievement of meeting its objectives agitated us enough 
to constantly search for solutions.  
The ACT had made visible links between certain behaviours and the increased 
likelihood of contracting HIV, but had no comprehensive strategy to assist the 
communities to sustain change. In Levy’s  (2008) report one interviewee echoed the 
same sentiment telling the project “do not tell us how to do, help us find out for 
ourselves how we will function better as a community” (p16). VSO Tokaut AIDS 
needed a program to sustain change beyond our information awareness campaigns.  
In 2008, I was fortunate enough to be part of the team that began rolling out the 
Community Conversations (CC) program. My primary role was to coordinate the 
implementation the Communities Conversations initiative in the Western Province 
and other provinces of Papua New Guinea. The approach did not just educate people 
about HIV but it took them through a journey of understanding, identifying the power 
in relationships that perpetuate injustice and finding solutions for social issues that 
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increased the likelihood of contracting HIV. Its approach was never didactic, but 
dialogical, opting to embrace and work with the messiness of people’s lives. In 
making sense of the messiness, a collective understanding and approach to support 
communities in their journey to change emerged. The strength of communities lay 
within itself, but to uncover it and harness its potential, communities needed to 
understand themselves better.  
Tokaut AIDS educated people, and maintained a consistent presence with repeated 
visits to the community, but CC sat down with communities and worked with them to 
identify their strengths and challenges and develop local strategies to overcome them. 
CC premised its work by focusing on collective action.  Apart from this, three 
additional CC features distinguished themselves and contributed to its success. 
2.4 COMMUNITY CONVERSATIONS 
The Community Conversations (CC) initiative is a capacity building program 
assisting communities to understand the HIV epidemic from within and through this 
improved understanding, finds ways to mitigate its impact. Community Conversations 
has been used in over 40 different countries in the world. The United Nations 
Development Programme (UNDP), in partnership with local NGOs, (Ethiopia 2004, 
HIV/AIDS Group UNDP 2005, Cambodia 2010), coordinates most of this global 
work.  
 2.4.1 Community Conversations in Papua New Guinea  
In 2006, Elizabeth Reid introduced, developed and led Community Conversations in 
Papua New Guinea. Her prior role from 1996-1998 as Senior Advisor on Capacity 
Building, UNDP in New York, supporting the development and implementation of 
CC in parts of Africa, and as the PNG UNDP country representative from 1998-2000, 
positioned her as a valuable expert to develop, support and lead CC.  
CC was introduced into PNG during tenuous times when development and 
communication strategies were struggling to stem the HIV epidemic and the country 
urgently needed alternative ways to acknowledge the HIV epidemic and respond to it. 
In her design of the program she envisioned the CC program would 
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… assist in the development of complementary and newly emerging ways of 
responding to the epidemic, ways based on a recognition of beneficial 
community values and practices, approaches which assist families and 
communities to survive its depredations, ways of drawing new players into the 
response, and approaches that ensure that those infected and affected are cared 
for and supported by their families, communities, employers, pastors and the 
larger society (Reid 2006 p9)      
 
The huge distances and challenges between the provinces and the increasing number 
of communities that wanted to conduct CC work needed a responsive management 
that could comprehensively mentor and monitor the CC teams. To manage this, a core 
team was established consisting of officers of the PNG Sustainable Development 
(PNGSDP) HIV and Development program guided and mentored by Reid, who 
worked with the area coordinators from the different provinces to implement the 
initiative. The area coordinators were members of the communities who had achieved 
levels of competencies to lead and monitor the group. 
By the end of 2008, PNG SDP was supporting CC work in six provinces with six area 
coordinators managing the teams. In some cases area coordinators were overseeing 
more than two teams.  
	  
	  
Figure 3 Hengonofi Community Conversations, Goroka, Eastern Highlands 
Province 	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Figure 4 Banz Jiwaka Province Community Conversations 
2.4.2 Three distinguishing features Community Conversations 	  
In conducting Community Conversation from beginning in 2008 until 2011, three 
distinguishing features of the approach emerged.  
They were: 
1. Working with whole communities  
2. Creating safe spaces 
3. Understanding the processes of social change 
 
These three factors shaped the learning experiences while contributing to the 
significant levels of participation from local communities. Unlike other development 
work that chose to work with segmented groups, CC found working with whole 
communities far more enriching than listening to homogenous perspectives. 	  
1. Working with whole communities 	  
Community Conversations emphasises relational approach, working through a 
collaborative process that not only engages key members of the community but 
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encourages from the start an understanding and valuing of the nine values of the 
approach by everyone in the community.  
 
These nine principles are part of the second distinguishing feature but as a cursory 
introduction, these principles are ethical points that frame CC’s work. CC works with 
whole communities, and because it is couched in value-based principles, fostering and 
nurturing relationships that create social transformation, it supports different groups 
and guarantees especially the marginalised, a space to speak.  
 
The capacity to alter the dynamics of space that allow for this and other necessary 
social transgressions to take place comes from understanding the processes of social 
change that is the third distinguishing feature. When done well, those leading CC are 
be able to recognise different perspectives and value them as they emerge, knowing 
that tolerance to different points of view can contribute in improving community 
standards.   
 
Working with whole communities also allows experienced CC facilitators to 
consciously encourage marginalised groups to contribute despite being afraid so 
others can hear their views. CC does this well by creating safe spaces to support often 
clashing and very divergent points of view. 
 
2. Creating Safe spaces 
Particularly important to CC is upholding the values of respect and tolerance. This 
meant ensuring all voices were heard and differing points of view were respected. 
Enabling this meant that we had to negotiate with respective community members to 
agree to the nine values that framed CC initiative. Understanding their importance and 
having community leaders and its members collectively agreeing to it guided the 
ethical perimeters of the conversations.  
 
What is central in creating safe spaces within which Community Conversations can 
take place is a set of nine values, which always inform the set and operations of the 
process.  
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Community Conversations nine values are as follows: 
1. We start with and follow the interests of the community rather than our own 
agenda. 
2. Everyone in a community should be encouraged and feel able to speak. 
3. Where men value and respect women, the HIV epidemic cannot gain ground. 
4. We build on the strengths and resources in the community and the goodness in 
people. 
5. We work with the community as a whole, rather than with groups within it. 
6. Facilitation teams must be a balance of women and men and younger and 
older people. 
7. Whenever possible, facilitation teams include people living with HIV as 
facilitators and teams are sensitive to their presence in communities. 
8. It is important to work regularly with a community, meeting with them over a 
period of time. 
9. Change must start with ourselves and our families, before we work with 
communities. 
         (Reid 2009 p7) 
 
These values laid the foundation to create safe spaces that enable different 
perspectives for multiple voices and beliefs to be heard. Two stories embodying safe 
spaces will be told and will illustrate this in action. These Community Conversations 
occurred in 2008 and the first one occurred in Karaulti Village in the Gulf province 
and the second story happened in Kilometer 5, in the Western province. 
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Figure 5 Karualti Village Kerema Province Community Conversations 
Example 1: The power of safe space in Karaulti Kerema, Gulf Province.  	  
Karaulti is a remote village in Kerema, Gulf province that recorded a 
transformative moment because of the creation of safe spaces.  
 
Karaulti Village, Kerema Province, Community Conversations, 2008 
Most of the communities we went to have patriarchal structures, so when a 
woman in Karaulti stood up in a men long house (a traditional meeting space 
ONLY for men –see picture above) and said it was the first time she had spoken 
in front of men, let alone a whole community it was a seminal moment. 
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Figure 6 Woman in Karaulti Kerema Province 
 
 
 
 
 
 
 
This was a key moment in light of behaviour change and women’s voice 
being heard. The act of standing up and speaking for the first time in an open 
meeting regarded as a man’s domain was pivotal. She found courage despite 
herself and in the process empowered other women in the community. It was a 
shared moment between her and those around her. Done another way, for 
instance in a group made up of only women, it would not necessarily have the 
same impact as that of a whole community, made up of men and women. 
Women, children and men continue to meet in the men’s long house (Fig 5) 
encouraged and supported by the local male councillor. Transformational 
instances like the one above ensured a space for women and men to voice 
their immediate concerns.	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We also found during that CC understanding the medical aspects of HIV was 
usually the least of community’s problems. The community of Karaulti 
wanted to have conversations around drugs, teenage pregnancy, school fees, 
water supply, promiscuous husbands and many others. These were their 
immediate concerns.  The fluidity and various directions these conversations 
took attest to an inclusive process that privileges a deep consideration to 
listening skills. 
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Example 2: The power of safe space in Kilometre 5, Kiunga Western 
Province.  	   
The second illustration of safe spaces occurred at Kilometre 5, a small village 
along the Tabubil to Kiunga highway,Western Province. When our Community 
Conversations team entered Kilometre 5, we had made three prior visits to it to 
ensure that community leaders and the community understood and agreed to the 
nine values of the community conversations (on page 39-40). On this occasion I 
was mediating an animated discussion between women and men around risky 
behaviours that increased the risk of contracting HIV. Sometimes our discussions 
took us on tangents not quite related to HIV but it did not matter, it was a way to 
create a rapport and see where our conversations would take us. All seemed to be 
going well except for Mary who happened to be the only one dissatisfied with the 
content of our conversation and kept interrupting with what she felt was 
important, her story. I chose to ignore her because her points of contention made 
the community uncomfortable creating awkward moments of silence and 
disrupting the flow. This frustrated me as it had taken a lot of effort to get to the 
depth of the discussions we were currently engaged in.  However, despite the 
communities’ uneasiness and my frustration at the disruption, Mary knew she 
could make her point clearly and that was the most important thing.  
She stood up during our community conversation and told the community how 
unkind and unsupportive they had been to her and her son over the years. She 
accused the community of being impervious to her situation: “why do you say you 
are supportive in this community when you are not? Why do you mislead these 
people?” 
 
While the community felt that Mary’s problem should not have been told to 
outsiders since it was an internal matter and should have been kept for their 
community alone she could speak without fear of retaliation. The men sat and 
listened to her situation even if some were uncomfortable and annoyed with what 
she was saying. The women surprisingly enough were also annoyed with her and 
like the men just wanted her to keep silent. 	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The safety of this social space allowed her to press the community for an 
answer… Why do we sit here and pretend we support each other? When you can 
hear my beatings and cries for help in the middle of the night and no one comes to 
help me or ask me the next day how I am feeling. I have come to you leaders of 
this village and asked for help but you have done nothing to support me. You 
insist it is a marriage problem; a personal matter and that it should be solved 
internally. Why? Why can’t you help me? Why can’t you listen to me?  
 
Not a word was spoken as she laid bare her realities and complexities of her 
situation. 
 
Mary’s husband works for the mining company in her province, and although at 
first he was kind, loving and supportive, he hardly visits his wife and child 
anymore. During the rare times he does come and visit, he arrives after midnight, 
drunk and violent and beats Mary up for refusing to have sex with him. She 
knows that he has not been faithful and the thought of contracting HIV and not 
seeing their son grow up gives her reason to endure these brutal beatings and 
humiliation from her community. Mary also knows that refusing to have sex with 
her husband means he will not give money to support her and their son when he 
returns to the mine. Mary’s fortnightly wages can hardly cover their living 
expenses. However, she will not give into her husband’s drunken advances and so 
she continues to be beaten up.  
 
At the edge of our meeting area that day young men also gathered and 
participated in the conversations. Like Mary, they too found a space to voice their 
concerns. When a couple of them spoke up in the meeting they were surprised 
that the older men and women listened to what they had to say. It never occurred 
to them that the people in the village could ever listen to them as they were 
always viewed as troublemakers even if they had not caused any. After the CC 
meeting, they quietly informed us that for the most part their community never 
listened or cared about what they were going through. 	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3. Understanding the processes of Social Change 
The third and final feature of CC is that facilitators and community leaders especially 
need to understand the processes of social change.  
To manage these kinds of conversations knowing that they will always be infused 
with personal bias, skewed cultural beliefs and sometimes harmful views, requires a 
conceptual framework that assists CC facilitators to navigate the discussions expertly.   
 
The road to social change needs to map an understanding of the process of social 
change. Reid’s processes of social change (Figure 7 page 47), approach is a 
conceptual framework that guides CC teams to create lasting change. It takes 
participants through a way of reflecting on behaviours and how they impact on 
communities.  This process enables participants to collectively understand the 
interrelatedness of social, cultural and economic influences that disrupt the well being 
of communities.  
 
It does this through a set of procedures that include the use of stories related to the 
HIV epidemic, watching and discussing relevant DVDs and using tools and exercises 
to engage participants and trigger reflections that make visible these understanding. 
Five core components of CC (Figure 7 page 47), frame this learning of the social 
change processes: 
 
1. Building relationships 
2. Building community capacity for change 
3. Stimulating the change process 
4. Handling problems and conflicts  
5. Reflective practice through documenting, monitoring, reflecting, reviewing 
and evaluating 
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Figure 7 Processes of Social Change Charts 	  
Processes of Social 
Change for CC 
Community	  understanding	  of	  the	  epidemic	  and	  social	  change	  
Community	  knowledge	  of	  itself	  	  
Community	  skills	  for	  changing	  	  
Motivation	  	  
Discussions	  
Deciding/	  planning	  	  
Acting/	  changing	  
	  
Documenting	  	   Documenting	  	   Documenting	  	  
Monitoring	   Evaluating	  	  Reviewing	  	  Reflecting	  	  
 
Documenting	  	  
(Reid	  2009	  p128)	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1. Building relationships focuses on cultivating and valuing relationships between 
CC teams and local communities. This instils confidence that engenders resilience 
in communities and in teams to persist during tumultuous times. Therefore, before 
CC begins in any community, teams ensure genuine partnerships and the valuing 
of that partnership is established. Sometimes this takes one month, sometimes up 
to a year to set up, but whatever the time constraints, if a community wants CC, 
relationships are always entered into carefully beginning with the whole 
communities agreeing to the nine values of CC. 
 
2. Building community capacity for change focuses on improving the communities 
understanding of the HIV epidemic and social behaviours that put them at risk. 
Developing this awareness of self and its relationship to the community and vice 
versa starts reflective processes that harnesses communities’ strengths to mitigate 
the impact of HIV and sustain change. 
 
3. Stimulating the change process is not always easy. For change to happen, spaces 
for reflections need to be kindled. A part of Reid’s processes of social change is to 
create spaces for reflections that evoke pivotal and poignant moments to motivate 
the change process. For instance, the motivation for HIV positive parents to stay 
alive despite continuous discrimination is because they want to see their children 
not orphaned and left behind at the mercy of extended family who might not be as 
kind and caring. A community’s motivation for change would be when they 
understand the impact and implication of HIV manifesting amongst other things in 
the loss of land and a generation leaving their children deprived and orphaned.  
Presented this way, becomes powerful motivators for individual and communities 
to start thinking about change. These realisations elicit an animated discussion 
that includes suggestions for community led plans for change and begin to 
stimulate the change processes.  
 
4. Assisting communities to acknowledge the losses sighted above is tenuous and 
fraught with problems and conflicts.  Often this aspect of building relationships is 
underestimated and developing practitioner’s abilities to understand it as a 
legitimate process of change is given scant attention. In CC, facilitators are taught 
to anticipate problems and conflicts and acknowledge them as a natural process of 
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building and strengthening relationships. CC takes facilitators through a structured 
learning that develops capacities to handle problems and conflicts, which also 
encompasses processes of reflexivity and flexibility necessary to capture emerging 
issues. 
 
5. A combination of documenting, monitoring, reflecting, reviewing and evaluation 
strategies collect and collate these emerging issues. These processes of evaluation 
are extended into fieldwork. Learning to capture problems, challenges and stories 
of change that honour the storyteller’s perspective creates a conscientious CC 
program that remains responsive and attentive, flexible enough to accommodate 
change.  
 
CC’s processes of social change is an iterative process, continuously inflected with 
learning from the five components, resisting a linear process of interrogation. This 
way of understanding change frees CC facilitators from being rigid and instructive to 
being conscientious always of individual and community dynamics. Arriving at this 
stage of reflections though requires a structured way of learning. 
 
The capacities of CC teams are improved through a combined a series of short 
workshops with periods of applying the learning and reflecting on practice, supported 
by mentoring and coaching missions in situ. Building individual capacities this way 
means that facilitators understand factors that hindered transformation and in turn can 
build community’s capacity for change by assisting them to understand the broader 
factors, norms and behaviours, which put themselves, their families and communities 
at risk.  
Understanding the processes of social change enables leaders and facilitators of CC to 
challenge norms, values, beliefs and attitudes that put communities at risk and 
through the mediated conversations, over time, engender community understanding 
and ownership empowering community members to find and implement solutions.
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2.4.3 Conclusion 	  
CC as a process makes a commitment to consciously improve practice by first of all 
improving the capacity of its facilitators to skilfully challenge and probe contentious 
beliefs or norms. It does this by ensuring, from the start, that CC teams grasp the 
concepts embedded in the processes of social change. In fully understanding the 
processes of social change, participants are able to increase community understanding 
about the structures, norms and values that perpetuate injustice.  
Apart from CC improving the capacity to understand the processes of social change, it 
also develops participant’s competencies in mediating collective group conversations 
within safe spaces. This learning increases the likelihood of creating lasting change. A 
new model of TfD practice could consider these aspects especially understanding the 
processes of social change, working with whole communities and creating safe spaces 
as ways to affirm TfD practice.  
These CC are volatile conversations that can take unexpected turns so while CC gives 
a structure for facilitators and communities to follow, it requires facilitators to be able 
to respond to issues as they emerge to work spontaneously when required.  
Could this feature of spontaneity be enhanced through a theatre form?  
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CHAPTER THREE: NEW DESIGN FEATURES FOR THEATRE FOR 
DEVELOPMENT  
3.1 PROCESS DRAMA 
 
Theatre for Development is premised on the idea that real participation transforms 
communities because practitioners of the form are driven by a social imperative that 
wants to improve lives. However, it is well documented that those tasked to lead this 
aspect of social transformation, be it experienced TfD actors or local community 
theatre practitioners frequently lack the proficiency and skills to facilitate change or 
deepen community understanding around social issues. This is because learning is 
restricted to understanding dramatic structures of performance rather than learning 
through and from the process of creating a dramatic exploration of performance. TfD 
practice does not privilege this feature. Process drama does using dramatic forms to 
improve learning processes that can culminate in a performance. O'Neill (1995) 
describes process drama as  
 a complex dramatic encounter. Like other theatre events, it evokes and 
 immediate dramatic world bounded in space and time, a world that  depends on 
 the consensus of all those present of its existence (xiii). 
 
Using improvisation, process drama takes participants on a structured learning 
journey that challenges their individual beliefs, shifting their perspectives and 
allowing a dialectic process of interrogation. It works with whole groups to explore, 
experience and understand social issues or content, generating a deeper meaning and 
understanding around a specific content or issues. 
3.1.1 Three distinguishing features of Process Drama 
 
Within this collaborative process of learning, participants co-create narratives that 
explore the dimensions of content. The use of form, content and co-creativity provide 
a space that enables collective learning to take place.  Taken together these three 
distinguishing features; 
 
 1.Form and Content 
 2.Co-creativity  
 3.Collective Learning  
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are unique features of process drama and can transform current TfD practice, capable 
of shifting it away from the didactic and rigid learning strategies to appreciating 
knowledge embedded in the chaos of  process.  
 
Process drama drew its impulses from the traditions of drama in education that 
emerged predominately in the UK and prominently between the 1970’s and 1980’s 
and is mostly associated with Dorothy Heathcote, a leading practitioner, who in the 
1970’s believed improving student’s cognitive abilities also increased and deepened 
their understanding and perceptions and assisted in mediating the student’s 
experiences of the world around them. Teachers were key to encouraging this learning 
pedagogy.  
Process drama as a form of drama in education has been popularised by O'Neill 
(1995):  
In what is one of the first uses of the term in print, Brad Haseman (1991) notes 
that those working in process drama have created, appropriate, and re-shaped a 
range of dramatic forms that establish its unique character (O'Neill 1995 
pxvii). 
Over the years the form has evolved. O'Toole (2009) marks the changes in the genre 
as  …“the transformations and shifts of theatrical perspectives offered by O’Neil 
(1995), the ‘conventions’ established by Neelands and Goode (1990) and Haseman’s 
leaderly drama (Haseman 2005)…”(O'Toole 2009 p485).  
The shortfalls in TfD practice means that it needs to look beyond established and 
conventional approaches to improve the way it works. Combined together TfD, VSO 
ACT program and the CC program identified seven distinguishing features that could 
strengthen TfD practice. Process drama adds three more design features: 
 1. Helix model of Form and Content  
 2. Co-creativity, and  
 3. Collective learning 
  
	   52	  
1. Helix model of Form and Content 
As noted Bowell and Heap (2001) frame process drama using a drama learning helix 
containing two strands; Strand A representing the drama form and Strand B – 
Content. In working through Strand A participants are able to learn about drama 
which is used to facilitate a rich learning experience of the content being investigated. 
To frame the journey of learning they identify six planning principles namely 
theme/learning area; context; roles; frame; sign and strategies (ibid, p10). They have 
been useful in framing drama workshops to increase student learning. While they 
have been valuable over the years to harried drama teachers, these workshops have 
become well-worn texts leading learning to pre-destined paths and pre-conceived 
outcomes. 
 Haseman (2002) acknowledged that template workshop structures used in process 
drama actively depart from the tenets of process drama that privileged co-authorship, 
spontaneity, student centred learning and inclusive participation. 
His argument and hence his current trajectory of process drama for contemporary 
consideration, rests for the most part in the absence of  “…open, provisional [and] 
spontaneous” (p226) work that initially distinguished the genre.  
Learning pedagogies, he went on to argue have since been narrowed, ironically 
limited by canonical texts that were developed as exemplars for student-teacher 
collaboration. These texts were meant as springboards to guide teacher’s creative 
development in the drama curriculum. To place spontaneity and encourage plural 
perspectives, Haseman argued for leaderly process drama where structure and 
structuration share equal importance. The process enables knowledge to emerge, 
placing spontaneous creative learning back at the centre again, as students/participants 
and teachers/leaders collectively find meaning in their work.  
For full exploration and appreciation of this form, the process requires great skill and 
artistry from the leader, who must simultaneously lead and be led in devising creative 
activities and aesthetic learning structures. The leader of strategies unravels the 
complexities and intricacies of his process. Here, form appears as the leader 
manipulates time and space to increase and deepen affective response and open up 
pedagogical possibilities of the leaderly led process drama. 
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Contemporary TfD practices would highly benefit if its workshop structures were 
prefaced with Bowell and Heap (2001) helix model of form (Strand A) and content 
(Strand B) and extended using Haseman’s leaderly-led drama model. Taken together, 
these features expand the learning dimensions for the practitioners of TfD as they 
unsettle perceptions and stimulate opportunities for learning and reflections. Taken 
together, become a powerful stimulus for learning: 
 
 When teachers create drama opportunities for pupils, they provide a complex, 
 rich and vivid means through which children become artists and, through 
 learning about the art form, develop a means through which to learn about the 
 world around them (Bowell and Heap 2001 p4). 
 
 
Bowell and Heap (2001 p5) touch on the aspiring features for a new TfD model. But 
first current TfD practice should free itself from rigid workshop structures allowing 
the dialectic exploration of content through form to generate original pieces of 
narratives less likely to be preconceived as it happens in contemporary process drama 
workshops.  
 
QUT’s Life Drama project is an example of this innovative process. As it exists in 
Papua New Guinea it will be used as a case in point.  There are two other design 
features of process drama. I will consider them using the example of Life Drama 
 
Using QUT’s Life Drama project, I highlight the proficiency of the project 
particularly in improving co-creativity and collective learning capacities for critical 
engagement and social analysis of content.  
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QUT LIFE DRAMA  
Life Drama (LD) is theatre-based experiential learning project that began in 
Papua New Guinea in 2006. It was designed to add diversity, as well as to 
contribute to and complement to the various development initiatives that were 
responding to the high prevalence of HIV and STI in the country at that time. 
As a theatre-based initiative it resonated with the ubiquitous performative and 
oral culture in the country. Given the country’s affinity for signs and symbols 
rather then written text this was a particularly useful and one that a small 
number of projects working in HIV and development have consciously 
adopted.  
 
To shape the creative development of Life Drama, drama and theatre 
practitioners based in QUT’s Creative Industries Faculty, drew from their 
extensive academic and professional practice. Haseman as principle 
investigator led this team and Dr’s Andrea Baldwin and Hayley Linthwaite as 
lead trainers in the project. Jane Awi, PhD candidate and Martin Tonny, LD 
research assistant were Papua New Guineans attached to the project. To deepen 
connections to the indigenous performance practices of the country, a 
relationship was broached with ex Raun Raun theatre troupe. 
 
RaunRaun’s folk opera forms provided the catalyst to explore intra-cultural 
performance practices. Dr Greg Murphy, former director of the Raun Raun 
theatre and actors of the Raun Raun Theatre made up this group. Fiona Buffini 
from VSO’s Awareness Community Theatre program and theatre practitioners 
from University of Papua New Guinea and the University of Goroka were the 
third collective of this ensemble. Together the cross cultural team considered 
and co-devised indigenous folk forms and synthesized it within a larger field of 
what Haseman (2002) describes as contemporary process drama.  
 
In the Life Drama project, Haseman used the leaderly process to co-create 
indigenous forms and convention to improve and contextualise learning and 
develop the capacities of participants in the workshop. He also uses this process 
to co-create narratives using open stories as starting points for narrative 
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2. Co-creativity in Life Drama project 
 
The Life Drama project was piloted in Tari, Hela Province. In the course of creative 
development, it became clear to the Life Drama team that strategies used lacked 
traction subsequently disrupting genuine participation and collective collaboration. 
They recognised this disconnect as largely owing to the “Western” (Haseman, 
Baldwin et al. 2012 p4) forms and conventions deployed in the workshop. Knowing 
they had to connect with the cultural frames of the local participants to bridge this 
gap, the team looked to Greg Murphy’s folk opera forms (Haseman, Baldwin et al. 
2012). Murphy’s (2010) folk opera forms were inspired by the origin myths and 
legends scattered all over the country. He punctuated these stories with vibrant 
contemporary indigenous dances and rhythms from various provinces allowing, 
occasionally, for dirges and choruses to inject dramatic tension into the epic 
performances. These large operatic shows reflected the varied cultural diversity of the 
country and offered a contextual element to complement the creative development of 
Life Drama. 
The first stage of co-creativity with Raun Raun Theatre and others 
The quest to find a form that would be serviceable and rendered in support to the HIV 
and STI awareness in the country took two weeks to emerge during an intercultural 
laboratory workshop held in Madang Province. It was subsequently referred to us 
Madang Lab. Greg Murphy, former members of his Raun Raun Theatre Company, 
local and international community theatre practitioners in the country and the Life 
Drama team exchanged ideas and practice. What eventually materialized was a 
confluence of western forms of process drama and PNG indigenous performativity. 
Here four discrete folk opera forms were developed to contextualize the open story. 
 Most importantly to this study is that the dialectic, processual and democratic 
learning pedagogies of process drama created a conducive space that allowed 
leaders of the workshop and participants of the workshop to co-create 
indigenous forms and conventions. Encouraging this element in community 
theatre and Theatre for Development interventions not only adds the rigour 
but also engenders deeper participation from local participants.  	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The Open Story is an open ended narrative that introduced dramatic tension 
(Haseman, Baldwin et al. 2012 p11) and incorporated four complementing folk opera 
forms: Horns of a Dilemma; Epiphany; Mourning Song and Celebration (ibid) to 
deepen and ground the  open story in the realities of place and space. 
Further discussions between the groups contested the idea of using the open story and 
folk opera creative developments from the Madang Lab as starting points for the 
development of the open stories in other provinces, agreeing that this would constrain 
the rich and diverse “aesthetic expressions” of the sites and instead collectively 
decided on one set dramatic structure to incorporate the above but remain open 
enough to allow distinct creative ingenuity of specific place to emerge (ibid p12-13). 
The group also decided it would only use the epiphany folk opera (Linthwaite and 
Queensland University of Technology. Creative Industries 2012 p113), which had the 
strongest dramatic narrative out of the four folk opera forms. It has since been 
practiced in three different places: Karkar Island in Madang Province, Port Moresby, 
and Goroka in the Highlands of PNG.  
It was assumed that the songs and dances devised in the intercultural laboratory 
affectionately named the Madang Lab would be taken as a set repertoire 
accompanying the epiphany folk opera form. However, this did not happen. The 
epiphany folk opera form was devised as a dream sequence that evoked cultural 
affinity to the cosmic world. The encounter in this space had causal affect inflecting 
deep reflections, subsequently triggering changes in the behaviour in the protagonist.  
Its execution in the open story incorperated two definitive moments in a person’s life 
that would be the starting point for behavioural change –the thought of losing a family 
and the fear of what would happen if the dreamer/protagonist ignored the omens in 
the dream. PNG is deeply connected to the cosmic world using it to interpret and 
make sense of the world around them. These beliefs become an extension of 
themselves rather than isolated unconnected events. Utilised in the epiphany folk 
opera, it becomes a useful device to create reflections and reflective moments to start 
the changes in behaviour. 
The second stage of co-creativity with local participants in three distinct 
 provinces. 
When the open story was first trialled on Karkar Island in the Madang province, 
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participants opted to develop their own songs and dances rather than use the ones 
devised from the Madang Lab. Their costumes and adornments marked their cultural 
setting and improvisations of the epiphany folk opera took on the cultural nuances of 
the Karkar islanders. Improvisations reflected their own encounters with sexual health 
issues and their epiphany folk opera form took on cultural beliefs of that particular 
area.  
Unlike the group from Karkar who were a homogenous group, the participants for the 
Port Moresby workshop were an eclectic collective representing different regions of 
Papua New Guinea. The Port Moresby participants were primarily representatives 
from civil society organisations already working to address sexual health issues. They 
were looking for different communication devices to add to their toolkit of practices. 
Life Drama gave them this opportunity.  When it came to developing the epiphany 
folk opera form, the group was divided into four groups. This strategy had a two-
prong effect: the first, each group experienced the development of the form and the 
second, through the leaderly process co-created the epiphany folk opera. These two 
events were experienced simultaneously. The outcome was a manifestation of various 
cultural inflections of the provinces represented in the workshop. Dance movements 
and songs used by the four different groups to evoke the dream sequence gave a 
glimpse of the rich performativity that pervades the country. 
The third workshop conducted in Goroka had different demographics to the two 
previous provinces. Although a few of them were lecturers from different teachers 
colleges around PNG, the majority of them were academics from the University of 
Goroka and had lived in Goroka over an extended period of time.  It wasn’t surprising 
then that conversations that precipitated around the improvised scenes of the open 
story reflected the context of the highlands province. Like the group from Karkar, 
cultural aesthetics in the epiphany folk opera form represented that of the highlands 
region.  
Through improvisation, Life Drama achieved discrete development of the epiphany 
folk opera form in all three provinces. Furthermore, it evoked critical engagement and 
importantly, through the utilization of the leaderly process achieved participatory 
engagement that enabled the development of the different epiphany folk opera forms, 
in the three different provinces. The structure of the open story allowed for flexibility 
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and reflection and a genuine co-authorship of dramatic narrative, a democratic 
process of creative development crucial to applied theatre and Theatre for 
Development work. 
Life Drama drew from Process drama, Theatre for Development and Indigenous 
modes of communication to foster pedagogical learning. Apart from increasing 
participant’s understanding, it made visible tacit, contextual and behavioural 
knowledge relating to issues around sexual health. Also within these sites of creative 
exploration and reflection definitive cultural and traditional beliefs and practices of 
the participants emerged. 
The two sites for co-creation are important to note as they illustrate the potential of 
process drama to remain flexible and spontaneous allowing ideas to mature and 
evolve. These sites of co-creation enabled collective learning to also take place. 
3. Collective learning 
The third design feature drawn down from process drama is collective learning. The 
focus of most training is to develop performance and equip workshop participants 
with technical knowledge that perpetuate instrumentalist and instructive tendencies 
and rarely capture Schon’s (1983) reflective practice. The principles of process drama 
emphasise Schon’s reflective practice and can be part of the answer to improving 
participatory engagement. Its emphasis on collective learning, insistence of working 
with difference and the ‘messiness’ of peoples lives mark the proficiency of the form. 
Life Drama made full use of the principles that embody process drama to support the 
development of community theatre practitioners. It believed that developing 
participant’s understanding around the concepts of collaboration, collective 
participation and critical awareness, would improve their understanding of issues and 
therefore participants would be better able to assist communities encourage critical 
awareness and acquire proficiencies and competently analyse social issues in their 
individual communities or communities the participants worked in.  
 
Proponents of process drama have long since established the benefits of it and its 
power to increase student’s deep reflective and critical practice: 
If students are to become independent thinkers, [teachers] must help them 
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engage in the kinds of endeavours that will encourage serious critical 
insights into the society in which they live. If the students are unable to 
imagine things differently and consider the world from unfamiliar 
perspectives, they will be unable to bring about any change in their 
circumstances. The arts, and drama in particular, have always provoked 
these shifts of perspective. In taking on roles and projecting into 
problematic “as if” situations, students’ assumptions are tested and their 
values scrutinized” (Schneider, Crumpler et al. 2006 x-xi). 
 
The dialectic evaluations emanating from process drama workshops create reflective 
and reflexive moments through collective learning for participants and can be 
serviceable to TfD.  
3.1.2 Conclusion 	  
Through process drama, the Life Drama project increased the capacity of participants 
to critique social issues that create fissures in their communities. The workshop space 
created fertile and safe spaces for participants to engage in sometimes difficult 
discussion related to sex and sexuality. The design of the workshop space engendered 
social transformation through collective learning, developing reflective and iterative 
processes of enquiry where practitioners gained deeper understanding of the issues 
and how it affected their community.  Furthermore the explication of Life Drama’s 
open story convention unravels its potential to contribute to Theatre for Development 
practices by stimulating collective exploration to devise relevant cultural material, and 
develop competencies to carry out and improve Theatre for Development practice.  	  
3.2 DESIGN CONSIDERATIONS FOR A NEW THEATRE FOR 
DEVELOPMENT MODEL 
 
The first research question of this study produced a focus for a review of the current 
practices and principles of Theatre for Development. 
 What are the design elements of a new model of theatre for  development, 
 which addresses the shortcomings identified in the current approaches to 
 theatre for development in PNG? 
Based on the analysis of the contextual review I was able to extract a number of 
distinguishing features, which drew from the fields of Community Theatre, 
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Community Conversations and Process Drama. From these, I identified the ten key 
features, which needed to feature strongly in a new Theatre for Development.  
The ten design features have been tried and tested and where the programmes were 
implemented have contributed to change. Being tried and tested in one of the most 
diverse and ethnically complex countries in the world by a leading development 
agency and respected scholars and practitioners in the field of development and 
drama, theatre and applied theatre indicates a high level of commitment and 
conscientious effort to effect change. Learning was always reflexive, with 
complexities and challenges constantly guiding the changes to the genres of practice. 
In light of this, these ten design features could address the shortfalls experiences by 
TfD. 
3.2.1 Ten design elements: Considerations for a new Theatre for Development 
model 
 
The ten design elements of a new Theatre for Development model include: 
1. Indigenous performance: Contemporary Theatre for development models are 
increasingly paying attention to local performances and utilising the 
knowledge within these local performances. Knowledge embedded in these 
performances, if harnessed well, have the ability to inform and transform TfD 
practice and improve community understanding, effects and implications of 
social issues. Acknowledging indigenous performance not only for the 
aesthetic purposes but also for the learning modalities embodied in the form 
has extended and deepened knowledge around social issues. Because of this it 
is considered as a design element of a new Theatre for Development model. 
 
2. Working with local expertise means recognising the potential of experienced 
community theatre practitioners, key individuals representing different sectors 
of the community and also key individuals working within the government 
agencies governing these communities.  Working with them to design and 
implement any Theatre for Development means TfD practitioners can utilise 
local expert’s working knowledge and history of the place.  Having a diverse 
representation of local expertise allows the TfD team to be adequately 
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informed as they source pertinent information from local expertise, which if 
harnessed correctly can be used to anticipate shortcomings. Apart from this, a 
further advantage is that local experts also have extensive networks and 
usually have an established rapport within the local community. Taken 
together, these points can and in some cases have enabled TfD practitioners to 
design robust programs. Working and utilising local expertise in a considered 
way is another design element of a new TfD model. 
 
3. Site specific creative development: Contemporary Theatre for Development 
model should dispense with generic models of practice and instead learn to 
develop and devise site specific performances that address the community 
needs. This new feature of Theatre for Development should use local expertise 
to gather expert knowledge around the most pressing issues in the community. 
This consideration takes advantage of the their collective knowledge to 
develop content for the form. Privileging the knowledge from local expertise 
guards against encroaching initiatives propagated by western development 
ideas that have now come to frame the way development workers think, 
respond and address issues. 
 
4. Bowell and Heap’s double helix model of form and content can be a useful 
convention to uncover site-specific content which can lead to similar 
experiences to those encountered at a broad level outside of the scope of the 
site-specific. Because the double helix model recognises and uses form and 
content simultaneously to layer learning while refining participant’s 
knowledge about drama it can be valuable in drawing out particularities. This 
way of exploring issues is useful to TfD because emerging from the process of 
dramatic exploration is relevant content that is site specific and sourced 
directly from local expertise. Learning to appreciate and understand content 
and form is a useful feature of a new TfD model. 
 
5. Co-creativity: The idea of co-creativity or participatory engagement with 
participants in TfD practice has not necessary manifested definitively in 
practice despite claims that it has.  However, the intertwined strands of 
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learning in the helix model of process drama, creates a rich medium that 
triggers useful innovative and creative content. The model inspires a 
democratic process of co-creativity as ideas, perspectives, stories and 
experiences emerge naturally through the process of exploration. This 
produces a potent innovation for co-creativity between participants and those 
leading TfD workshop. As opposed to other ways of working collaboratively, 
the helix model of process drama allows fluidity of ideas that emerge 
intuitively therefore establishing genuine co-creativity. This way of supporting 
co-creativity is another feature of the new TfD model. 
 
6. Collective learning captured through the above process produces different 
perspectives and experience that has the potential to inform content. Collective 
learning can be harnessed from the local experts (point 2) as well to provide 
ways of working in local communities. When used well collective learning 
ensures that TfD practice stays relevant and current. But it also indicates that 
local voices are represented further signalling the democratic process of the 
new TfD. Therefore a feature here is to be aware of the varying transmission 
of knowledge and valuing it during the process of co-creativity and site-
specific creative development.  
 
7. Understanding the processes of social change requires TfD practitioners to 
have deep knowledge about kinships and social relationships and the power 
structures in local communities.  Understanding how these intersecting 
relationships mediate the way communities’ lives improves the capacity of 
practitioners to stimulate the change process. But to facilitate this change 
process to appropriately contest harmful beliefs, TfD practitioners need to also 
acquire expert facilitation skills to recognise, challenge and transform beliefs 
and ways of thinking.  
 
8. Working with whole communities. While working with different groups 
separately can be reap some benefits, it does not cater for the collective 
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recognition and acknowledgement by the whole community of issues affecting 
those marginalised especially women experiencing various forms violence and 
afflictions in their lives.  It is only when whole communities understand how 
power structures oppress and create fissures in communities that there can be 
room for change. Assisting whole communities to appreciate this 
understanding is a difficult process to undertake because moderating divergent 
perspectives and beliefs create tumultuous discussion spaces that are often 
difficult to confront and mediate. However acknowledging it and insisting on 
whole community dialogue is a necessary part of a process of social change 
because it recognises that all voices need to be valued and heard before 
embarking on change. To assist this process, the whole community should 
negotiate social spaces for discussions beforehand and collectively honour it 
as safe space. Acknowledging safe spaces has contributed to collective 
decision and recognition of initiatives that improve and value individuals and 
communities. It has also resulted in sustained change. 
 
9. Creating safe spaces engender a neutral area for conversations that value 
difference and most importantly the voice of women and other marginalised 
groups to be heard. A new TfD model could consider incorporating some 
fundamental principles to frame the ethical parameters of its work. It would 
institute these principles only if whole communities agree to them before TfD 
practice progresses. This way, women and men can have uninhibited 
conversations that reflect their various beliefs and thoughts without fear of 
retaliation or inciting violence. If TfD were to adopt the idea of safe spaces by 
establishing fundamental principles grounded in human rights philosophies it 
could potentially achieve higher levels of conversations and thereby redefining 
its participatory ways of learning. 
 
10. A layered approached ensures a continuous learning cycle that improves 
knowledge beginning with foundational knowledge and proceeds in a 
structured way deepening communities apprehension of the issue. Depending 
on the proficiency of the organisation, a layered approach should be 
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implemented at planned intervals over the duration of a project. Valuing 
learning this way reflects a legitimate commitment to assist communities 
appreciate the dimensions of an issue.  
 
These broad speculations of the features of Theatre in Conversations were then tested 
during the exploratory workshop and field tests in Papua New Guinea. 
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CHAPTER FOUR: METHODOLOGY AND METHODS  
 
4.1 RESEARCH METHODOLOGY 
 
My research aims to develop a new Theatre for Development (TfD) model, which can 
address a number of design and delivery issues raised by existing approaches. For this 
I combined, appropriated and repurposed forms from Process Drama, Community 
Theatre and Community Conversation to create the hybrid model known as Theatre 
for Conversations. To guide my creative process, I employed a range of research 
strategies including practice-led research, performance ethnography and narrative 
inquiry. Because of the evolving nature and complexity of the study, I also drew on 
the cyclical process of action research and reflective practice techniques to investigate 
the iterative practices embodied in Practice-Led Research (PLR). It made sense then 
for practice-led research to become the principle research strategy.   
A definition of PLR is also understood as representing the symbolic form of practice, 
which in my case, would have been to capture in the workshop ideally through filmic 
documentation. However, because this practice happened in a remote part of the 
country without reliable electricity, capturing the workshop on video was impossible, 
so I am including two examinable components; the Storybook and the Handbook for 
Facilitators as mediated texts embodying aspects of the practice. They represent 
Bowell and Heap’s (2001) helix strands of learning.  Strand A is the form expressed 
in the Handbook for Facilitators and Strand B is content represented in stories of 
violence against women captured in Storybook. 
Since I was dealing with the issue of violence towards women, I needed to interview 
people and gather their stories. These stories were going to fit into the type of Theatre 
in Conversations. To frame the collection, collation, analysis and performance of 
these stories, I employed performance ethnography and narrative inquiry to guide this 
aspect of the study.  
4.1.1 Introducing The Researcher 	  
I am Papua New Guinean, a theatre and drama practitioner, artist and teacher, having 
taught drama for over a decade in educational institutions and in non-formal settings. 
My passion has always been the pursuit and appreciation for drama and theatre and its 
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use in the development of individuals and also as an appreciation for the art form and 
the artistry of the art in a country immensely endowed with diverse performativity.  
My interest in social transformation through the use of applied theatre forms and my 
own transformation as an applied theatre practitioner started when I began work as a 
theatre trainer hired by VSO Tokaut AIDS in 2005. As my career evolved so to did 
my frustrations at the way organisations worked. I found that despite the numerous 
development interventions deployed throughout the country, the deteriorating 
conditions for women and other marginalised groups continued.  
The constraints within organisations tasked to improve the way people lived riled my 
composure to the point where mostly and often in unexpected instances I engaged in 
heated disagreement. Sometimes the disagreements were passionate arguments 
mistaken for anger, for organisations to re-consider the way they conducted their 
programmes.  
At other times they were unrestrained ire because the deplorable state of women’s 
lives and their perpetual state of hopelessness could not compel organisations to work 
differently. It upset me that organisations were married to their rigid yearly planned 
logical framework unable to change even though their field reports were peppered 
with nuanced readings of real life experiences. Perhaps it was because experiences 
were not objective and quantifiable data and therefore unable to justify sudden shifts 
in programme interventions. 
My anger could be argued as being justified but as a researcher conducting scholarly 
research these subjective bouts of inquisition would weaken the rigour of my study 
which needed to be critical and used to inform practice. I had to harness and redirect 
my emotions, learning to identify the tensions that fuelled my anger as points of 
reflexivity.   
I knew I could never be an objective observer and therefore learning to understand the 
reasons for my anger could sharpen my criticality and part of being a reflexive 
practitioners was knowing and understand that in myself. 
 I could use the empathy I felt for the marginalised to ask relevant questions and 
secondly, combined with the experience of fieldwork, the process of reflexivity would 
guide the design of a new Theatre for Development model.  
	   67	  
4.1.2 Practice-Led Research 	  
I began this research with a strong inclination that somewhere in the repertoire of 
development practice and applied theatre lay the possibilities for a hybrid Theatre for 
Development model that could privilege participants learning and contribute to 
transformational change in communities. I had research questions to guide the initial 
search for a dialectic TfD form but as the research progressed new questions emerged 
to guide the research. Given these circumstances and the changing nature of my 
research, using Practice-Led Research (PLR) as a research strategy became 
immediately accessible to investigate the possibility of a new Theatre for 
Development model. The nature and principles of PLR recognise that the fluctuating 
and unstable parameters of creating and performing practice is where knowledge is 
situated. Its cyclical process of the action research cycle and reflective processes 
helped me make sense of the ‘messiness’ that emerged from the development of the 
practice. This follows with Gray’s (1996) definition of Practice-led research: 
Firstly, research which is initiated in practice, where questions, problems, 
challenges are identified and formed by the needs of practice and practitioners; 
and secondly that research strategy is carried out through practice, using 
predominantly methodologies and specific methods familiar to us as 
practitioners… ( p3). 
My practice was obviously grounded in the context of PNG, in particular the Rai 
Coast, but it also had to “… lead to specialised research insights which can then be 
generalised and written up as research” (Smith and Dean 2009 p5) and applicable 
across boarders – inter-culturally, cross culturally and transculturally. Haseman 
(2006) acknowledges the complexities of working in such contexts and calls for “new 
strategies and methods… dictated by the phenomena being investigated”. This is 
essential he argues recognising “that the current repertoire of qualitative 
methodological tools …will not accommodate the surplus of emotional and cognitive 
operations and outputs thrown up by the practitioner” (Haseman 2006 p7).   
In this study cultural motifs, indigenous epistemologies and performance, stories, 
folklore, legends, and traditional dirges become “new strategies and methods” to 
embody the conceptual underpinnings of the practice, engage artist-facilitators and 
develop and contextualise the practice. Indigenous pedagogies, ways of learning, were 
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followed both theoretically and practically to deepen and connect understanding 
between western forms of drama and theatre to indigenous PNG performances.  
Snowber’s (2002) body data was particularly useful. Described as “the bodily 
nuances and cues that come to us each day…” body data is “just the beginning of 
probing the possibilities of physicality of knowing” (p22). As practitioner and teacher, 
I listened to these bodily cues and crafted them into practice.  
Emerging from an analysis of postgraduate studies in dance, is Stock’s (2009) enquiry 
into “cultural inflections” in practice-led research. Particularly significant in her 
review is how practitioner-researchers engaged in inter-cultural or cross-cultural 
practice, often frame their practice “within western Eurocentric perspective through 
literary, philosophical and other cultural studies methodological lenses” limiting and 
obscuring readings of the practice. In addition she claims practice-led researchers 
frequently adopt “individually, ego-driven approaches even when the work is 
collaborative” (p4).  
My study hinges on collaborative efforts and cultural underpinnings, and even when 
these tensions arise, they offer benefits. Within this learning contextualised 
indigenous knowledge and contingencies for devising such a practice emerge.  
Knowledge emanating from the process can inform the larger Theatre for 
Development debate while the practice, Theatre in Conversations, presents an 
embodied praxis addressing the shortfalls of TfD. Cultural and indigenous inflections 
are central issues to be addressed in TfD practice.   
Practice-led as a provisional and processual research strategy accommodates the 
specific and nuanced data emerging from the practice. Given the diversity of 
indigenous culture and performativity, PNG offers an excellent opportunity to test the 
limits of Theatre in Conversations. 
  
	   69	  
4.1.3 Performance Ethnography 	  
Performance ethnography added another dimension to the research methodologies.  
Performance ethnography emerged as a strategy created by dissenting voices that 
viewed conventional ethnography as constricted; obscuring and diminishing 
participatory inclusion and representation of researched Subjects.  It is taken from two 
concepts; performance and ethnography. 
Ethnography as a qualitative strategy observes the life of people in different cultures 
and seeks to understand and make meaning from a phenomenon observed over a 
period of time. It held strongly to the view that objective inquiry was a pathway to 
acquiring universal truths. Geertz (1983) agrees that 
 capturing the particular and local rather that insisting on the development and 
 validity of the “grand narrative” of a culture is a worthy goal (Geertz, 1983 in 
 Clandinin 2007 p9).  
However, Haraway (2003)1 argues against, this reasoning that there can hardly be a 
claim to universal knowledge  given that what is captured and written is informed by 
the subjective gaze and influence of the researcher. Haraway presses for “situated 
knowledge” as a way of understanding a phenomenon rather than placing a  
“…premium on establishing the capacity to see from the peripheries and the depths” 
(Haraway 2003 p29). She alerts researchers to the  
   serious danger of romanticizing and/or appropriating the  vision of 
  the less powerful while claiming to see from their    
  positions (ibid). 
In which case “situated knowledge” that articulates particularities is valued, 
determined and defined within the context of research.  
The shift in the field of ethnographic research began in the early 1980’s (Lincoln and 
Denzin 2003) owing to the frustrations and hegemonic hold of the positivist approach. 
The rupture in the field “was defined by a triple crises of authority, representation, 
and praxis” ( p3). Also under examination was the purpose of ethnography. While it 
contributed to understanding the lives and social aspects of different cultures, 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	   	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  1	  Reprinted	  from	  Feminist	  Studies	  14,	  no.3	  (fall	  1998):	  575-­‐99.	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proponents engaged in the methodology argued that it should also have a political 
imperative – a social conscience – pursuing social justice.  Text as a dominant genre 
was also challenged, for in many cases it privileged the voice and representation of 
the researcher rather than those being studied. The inclusion of performance in the 
field of ethnography attended to some of these concerns because as Denzin (2003) 
points out,  
 we inhibit a performance-based, dramaturgical culture. The dividing line 
 between performer and audience blurs, and culture itself becomes a dramatic 
 performance (px).  
Embedded in these spaces is collective meaning and pertinent knowledge. Our actions 
are contingent on our interpretation of our social and cultural context. It is not enough 
to engage in clinical observations void of our subjective inclinations. Thus 
performance ethnography entered and expanded the field using performance as 
research findings to explicate meaning within the study.  
Performance ethnography has its roots in critical pedagogy and critical discourse. 
Feminist studies have widened the considerations of its social imperatives along with 
proponents of indigenous and anti-colonialist discourse who are emphatic in their 
insistence to value indigenous epistemology in the rendering of performance. It is the 
social imperative of performance ethnography that guides my study. 
Women and their experiences with violence are at the centre of my research. Their 
stories inform the practice and therefore understanding the social context and their 
relationship within these contexts is important. Attention to indigenous epistemology 
uncovers the varying responses of women and how this influenced their decisions in 
certain circumstances. Issues under consideration are influenced by contemporary 
culture made visible in the way they negotiate circumstances to mitigate social 
impact.  
The four different sites of research are complex and varied and the discrete ways of 
knowing were important to understand in order to pursue the social imperative of 
ethnography. 
 As a performance, Theatre in Conversations would be a social critique on the 
deteriorating state of women and children. As a practice it would elucidate Madison’s 
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(1998)  “politics of possibilities”, offering reflections and creating intersections for 
dialectic discourse.  
[L]ike ethnodrama, [it would] interrogate and evaluate specific social, 
educational, economic, and political processes. The form of praxis can shape a 
cultural politics of change. It can create a progressive and involved 
citizenship…. The performance gives the audience and the performers 
“equipment for [this] journey: empathy and intellect, passion and critique” 
(Lincoln and Denzin 2003 p439) 
Despite varying tensions in the field of performance ethnography, Madsion is 
supportive of it as it offers up the possibilities of social change – what she terms as 
“performance of possibilities” for the Subject, audience and performers. For the 
Subject, performance ethnography privileges their perspectives and validates their 
presence as a whole entity despite their marginalised status. For the audience the 
performance of possibilities is in the way they view and learn from the performance 
and how this informs their social consciousness, and for the performer “…moral 
responsibility and artistic excellence culminated in the active intervention to break 
through unfair closures and remake the possibility for new openings that bring the 
margins to a shared center” (Madison 2003 p481). 
4.1.4 Narrative Inquiry 	  
The more I collected stories from individual women and from the focus group 
discussions, the more it became apparent to me that the women were effectively 
speaking their world and experiencing violence in discrete ways. Through the stories I 
could locate the storyteller and uncover the circumstances of their context. Proponents 
of narrative inquiry have understood this usefulness and used it as a qualitative 
research strategy because it  “…usually embrace[s] the assumption that the story is 
one if not the fundamental unit that accounts for human experience” (Clandinin 2007 
p5). Chase (2003 p273) and (Trahar 2013) concur.  Narrative as a method of data 
collection situates the stories as a complex web of relationships negotiated regularly.  
Using Chase’s (2003) two principle approaches of narrative analysis - firstly that 
“narration is a major way people make sense of experience, construct the self, and 
create and communication meaning” and secondly, that personal narratives “are 
inevitable social character” (Chase 2003 p79). I used the subtext of these stories in the 
Theatre in Conversations to address violence towards women.  
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In one of my interviews, a woman gave me her story recounting the trauma and abuse 
inflicted by her husband. At the end of the story she told me to take her story and 
make it known to the world. I nodded and closed my notebook dejected and defeated. 
How could I represent her voice and hope for recourse in what seemed an impossible 
situation? How could I make her story visible and count when she is faced by what 
seemed to me as insurmountable odds?  
Her courage to share her frustrations gave me some insight and inspired content for 
my practice. I would leverage both in practice. The woman bore the marks of 
violence, but it stopped there. She had agency over her voice and her thoughts. When 
she told me to share her story, she spoke strongly, with authority and courage. She 
was used to harsh conditions and learnt to live within them – what she wanted was 
some reprieve from Government and from the outside world to notice her and SEE 
her harrowing condition.  
Using narratives I could demonstrate the larger social context in which women and 
children face these atrocities and through performance make audible the silent voices 
of these women establishing “…an overtly political purpose – to challenge or trouble 
established ways of thinking” (Trahar 2013 p15).  
Ethnodrama, a genre in performance ethnography articulates it better. The narratives 
would “become a qualitative vehicle” (Mienczakowski, Smith et al. 2002 p37) 
making visible contextual, physical, emotional, and cultural issues disrupting their 
lives “…capable of reaching a wider cross section of the community in meaningful 
and accessible way” (ibid). 
4.2 WHOSE VOICE? THE CRISIS OF REPRESENTATION 
 
My practice is anchored in the development of a new Theatre for Development model 
thereby implicating local community theatre artists and women I gathered stories 
from from four different provinces to test the application. Because of this, it was 
always going to be fraught with difficulties. The abiding one was navigating tensions 
arising from representation, authority and legitimisation of my collaborators – Rai 
Coast local community theatre practitioners - and the women from whom I gathered 
stories.  
 
	   73	  
In the process of working with the theatre troupe, I paid attention to indigenous 
perspectives and indigenous pedagogies, knowing that if harnessed well, they would 
be of considerable value to the development of my practice. I was working with a 
theatre group well versed in oral traditions. This meant rethinking dominant western 
workshop structures that privileged written text, to one that was framed using 
Indigenous pedagogies. Indigenous pedagogy is developed from indigenous 
epistemology grounded in oral traditions and cultural practices.  It informed 
pedagogical approaches framing the workshop. I looked to Smith’s (2012) indigenous 
methodologies as an ethical guide in devising my practice.. 
Because the theatre troupes were effectively my co-collaborators, I also had to reflect 
on the ethical merits of our partnership. I considered Mafe and Brown’s (2006) 
reflections on collaborators contribution for this aspect. For Mafe and Brown “[t]he 
collaboration process can assist in the stimulations of… new insights and in the 
verification of their insights”. In which case…  “clear articulations of new knowledge 
through descriptions, techniques, processes, tools and artefacts” (p10) emerged, 
mediated and moderated using the principles of process drama and leaderly drama.  
Knowledge emanating from the collaboration informed the TiC model and the ways 
we worked together and as a consequence expanded the theatre troupes knowledge 
around drama, theatre and social change. 
The ethical tensions around the representation of the women’s stories were far more 
tenuous and increased with every interview I conducted.  Sometimes the women saw 
me as a possible route of escape. A poignant example of this was when a young HIV 
positive woman, continuously beaten by her mother and siblings, agreed to take a car 
ride with me into town and away from prying eyes to conduct her interview.   
Although I had carefully informed her and her mother about what was happening, she 
still packed her clothes, hopped into the car with every intention to leave her home for 
good. I felt that on one level she knew I would return her back to her home. Her 
mother certainly knew this and was not the least bit worried. But the act of packing up 
her bag of clothes and physically leaving was perhaps liberating for her in someway.  
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That situation was not as disturbing as me knowing that I would later return her to an 
abusive family and an unsupportive community and I could do nothing to stop it from 
happening.   
For other women I become the bridge to the outside world and that somehow in 
taking their stories with me I would amplify the magnitude of their experiences so 
others could see. This was especially the case for the women in Juni, Hela province, 
home of the billion-dollar Liquefied Natural Gas project: 
Take our voices, take our stories.  Strengthen our stories so they matter, 
strengthen out position. We are abused by our men, our husbands receive 
their payment from the company and use it on other women. If there is a 
strong law against violence to women it would help our lives. Our men can 
just beat us up, they know we cannot get help anywhere. The police are afraid 
of coming into Juni, we have no police here.  
You take our story and use it2.  
  
How could I make their voices visible in PNG given my status as a researcher with no 
affiliation to bodies of authority addressing violence against women?  
My third dilemma is a personal one and one that I continue to struggle with. The 
stories of the women are private, personal, intimate and speak to realities they face. 
Violations against them ranged from financial, emotion and physical to sexual abuse. 
For a lot of the women revealing their experiences with sexual abuse was traumatic 
and I could see how difficult it was for them to name it.  
While some of the women had no qualms exposing the sexual deviance of their 
partners others struggled with the shame of sharing this with me.   How could I 
protect them from exposing their vulnerability to spectacle and voyeurism while 
trying to incite critical inquiry into their disposition?  These experiences reinforced 
the social imperatives of ethnography to “[compel a] sense of duty and commitment 
based on moral principles of human freedom and well-being, and hence a compassion 
for the suffering of living beings” (Madison 2005 p5) and warranted their 
representation in the storybook.  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	   	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  2	  Twenty-seven from women from Juni community, Juni Health Centre Tari, Hela Province - 23rd 
November 2011.	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Lather and Smithies (1997) share similar apprehensions about women’s experiences 
with HIV and how writing about it in their book could “make a spectacle of [the] 
women’s struggles…” (pxiii) and cause “…the unnecessary invasions and misuses of 
telling other people’s stories…”(xiv) but they pursued the writing anyway because of 
their abiding conviction “that such stories can transfix, overwhelm, linger, and 
compel…” readers to see the “truth”(ibid).   
I conceded and despite the overwhelming urge to suppress their stories in an objective 
academic writing form, I represented their voices in the storybook letting them speak 
so others like myself could learn from it.  
I could not see myself as representing the women’s voices without being subjective, 
situating myself within their stories and reifying it in text. But in text I restrained my 
voice, faintly audible as background acoustics gently propping up the primary voices 
– that of the women - by contextualising and situating them within their particular 
community.  
This acknowledgement for situated knowledge is extremely important to this research 
project for as Haraway (2003) argues for a commitment 
 …to mobile positioning and to passionate detachment is dependent on the 
 impossibility of entertaining innocent “identity” politics and 
 epistemologies as strategies for seeing from the standpoints of the  subjugated 
 in order to see well…but one cannot relocate to any possible vantage 
 point without being accountable for that movement ( p31). 
 
Proponents of narrative inquiry recognise authentic experiences and ethnographic 
representations embedded within these narratives such as the women’s stories. As an 
established research strategy it placed an  
 
 importance …on gathering stories respectfully…but also for its  
 emphasis on reflexivity and on the researcher not being ‘bracketed of’ 
 from the research. Such elements contribute to the potential to construct 
 engaging texts that resonate with readers so that they reflect on their own 
 lives,  their own values and beliefs (Trahar 2013 p16) 
 
As I re-crafted their stories into performance mode I mediated the tensions using 
Conquergood’s (1985) ethical consideration in performance ethnography and 
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Madison’s (2003) caution as added restraint and my moral compass to guide and jolt 
me out of complacency throughout the practice: 
  
 I hope we will always be restless and worried about performing the lives of 
 lived Subjects, about entering body, soul, and mind into spaces – their spaces 
 and our spaces- that scare us, condemn us and confuse us, yet take us 
 beyond (Madison 2003 p482).    
 
4.3 RESEARCH DESIGN  
 
The next section details the project design, which was developed in direct response to 
these methodological concerns. The research was conducted in five phases. 
Phase 1: Literature and contextual review of best practice communication         
    programs addressing social change in Papua New Guinea. 
Phase 2: Fieldwork 1 Rai Coast Madang- Community Conversations workshop     
    August 2011. 
Phase 3: Fieldwork 2 Collecting stories of violence towards women from four   
    provinces in PNG:  June – August 2012. 
Phase 4: Workshop design and development QUT November 2012. 
Phase 5: Fieldwork 3 Field-testing Theatre in Conversations 23rd November  –      
    1st December 2012.  
 
Phase 1:  Literature and contextual review of best practice communication 
  programs addressing social change in Papua New Guinea.  
This section of phase one is as an audit to uncover best practice communication 
programs addressing social issues in the country. The audit informed the contextual 
and literature review in chapter two and part of chapter 3. Further interrogation of 
these programmes enabled an evaluation of Research Question One: 
 What are the design elements and characteristics of a new model of theatre for 
 development,  which addresses the shortcomings identified in the current 
 approaches to  theatre for development in PNG? 
Speculations on Theatre in Conversations’ use in situ are interrogated during the 
actual testing of the model in Phase five of the design. 
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Phase 2:  Fieldwork 1 Rai Coast Madang Province- Community   
  Conversations workshop August 2011. 
Phase two involved introducing, through training, the Community Conversations 
methodologies. The complexity of the hybrid model required that I engage 
experienced community theatre practitioners who had intimate knowledge about their 
community and experience in community work. I chose to work with an established 
theatre group and the only group who had these qualities were VSO’s Tokaut AIDS 
Kunai Paia theatre troupe. They had eight years of progressive development work, 
specifically addressing prevention of HIV and AIDS (Levy 2008, Lepani 2011). 
Over ten day’s I conducted a Community Conversations (CC) workshop that 
introduced participants to the concepts and principles of CC. A series of exercises, 
stories and activities helped the theatre troupe understand the concepts clearly, 
particularly the processes of social change (Figure 7, page 47). Understanding the 
processes of social change would deepen their understanding about change and 
improve the way they facilitate contentious conversations in the communities. 
By this stage of the work, I realised that I needed content to test the hybrid model. I 
chose to focus on the most pressing social issue affecting the country – violence 
towards women. This meant undertaking an investigation into the content issues. I 
was fortunate to connect with a project that was doing exactly that.  Tingim Laip ran 
this project and they accepted me as a researcher in their team. Through a series of 
interviews and focus group discussions in four provinces in Papua New Guinea, I 
collected stories of women being violently abused. This became Phase three of the 
design and the second fieldwork I undertook. 
Phase 3:  Fieldwork 2 Collecting stories of violence towards women from 
  four  provinces in PNG; Vanimo, Wewak, Port Moresby and Tari: 
  November  2011-March 2012. 
The research took five months between November 2011 to March 2012. Because of 
the logistical and administrative arrangements in-country, it was broken up into two 
phases. I visited Tari in the Hela Province, Porebaba in the Central province, Vanimo 
Sundaun province and Wewak in the East Sepik province.  
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Figure 8 Research Sites 
(Tingim Laip 2011b, p9) 
Out of the research two things stood out for me: 
a. There were some core issues that clustered around violence towards women, 
which were exacerbated by alcohol and increased disposable income. Gender-
based violence strategies looked at ways to lessen the impact of institutional 
and social structures that perpetuate violence against women, but they failed to 
alleviate the violence.  
 
b. The lack of genuine representation of affected and impacted demographics, 
particularly women, children, and young people in HIV and gender-based 
violence prevention programs. In retrospect, it was also the lack of 
involvement by perpetrators that contributed to the demise of the gender-based 
programs. 
 
What was common at the sites I visited was the recurring occurrences of heightened 
mobility of a transient population, particularly men and their increased disposable 
income from employment opportunities consequently attracting people to move in 
and out of areas. This increase in mobility, money and employment into the sites 
increased gender disparities and created economies for sexual abuse.  
Wewak Madang	  
NCD	  Central	  
Vanimo	  
Tari	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Concurrently, this also increased unabated alcohol consumption and gambling leading 
to other contravening incidences.  This was rich material and by the end of this phase, 
I had clear content and personal stories that I would use to test the Theatre in 
Conversations model.  These stories are one of the two examinable components in 
this multimodal study. 
Phase 4:  Theatre in Conversations design and development:  
      QUT, August - September 2012. 
 
I headed back to Brisbane and concentrated on planning and developing Theatre in 
Conversations drawing from the content. Apart from developing the Theatre in 
Conversations model, this stage also led to the design and iterative confluence of 
three elements making up the Theatre in Conversations model, which were, 
Community Conversations, Process Drama, and scripted performance vignettes. The 
practice of Community Conversations drew on exercises and tools and the traditional 
use of storytelling, to transform community participation through guided facilitated 
conversations.  
Process Drama involved the use of forms and conventions to create and deepen the 
experience and knowledge of participants. Ideas and stories that emerged used 
improvisation to develop narratives that could be transformed into scripted 
performance and scripted performances were the vignettes devised using 
improvisation to address a specific issue within an overarching content. 
Combining and re-combining forms in these elements culminated in the design of five 
to six specific episodes within each of the Theatre in Conversations applications that 
addressed precise situations in each. I tested this initial workshop design using 
violence against women with five practitioners/students and one academic.  
The design of Theatre in Conversations is informed and influenced by Haseman’s 
(2002) “leaderly” authorial practice  where process, pre-planned structure and on-the-
floor structuration worked simultaneously to achieve workshop objectives. Structure 
was prepared in the initial planning stages to guide the workshop but the creative 
development of the workshop was left open to enable the participant’s co-authorship 
to emerge.  
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Haseman’s (2002) leaderly authorial role takes advantage of structuration to create 
episodes from the emerging narrative and his redactive creativity by way of selecting 
aspects of the initial forms and conventions, bridged pre-planning and on the floor 
structuration.  
Performance conventions, when combining and re-combining the elements of Theatre 
in Conversations, would allow for the interactions and dialogical intersections to 
happen and deepen understanding when applied in local communities and provide 
rich narratives in workshops. 
The workshop: Diagrammatic representation of Theatre in Conversations 
workshop. 
 Key Who  
Structure –intense pre-
planning  
       oo Workshop leader 
Structuration - on the floor 
planning: developing the 
episodes 
       xx Workshop leader and 
participant 
Redactive creativity (editing, 
re-editing improvisations) 
    ooxx Participants and 
workshop leader 
 
       oo          xx                    ooxx          xx & ooxx                 ooxx 
Figure 9 Diagrammatic representation of Theatre in Conversations workshop 
 
Phase 5:  Field Work 3 - Field testing Theatre in Conversations  
                 23rd November – 1st December 2012 
 
After the two months of planning and designing the work I left for Papua New Guinea 
again, this time to conduct the final phase of the study-field-testing Theatre in 
Conversations. 
I went to the Rai Coast district in Madang Province prepared to deliver Theatre in 
Conversations addressing violence towards women. I worked with the VSO Tokaut 
AIDS theatre troupe members. I conducted the workshop for six days and field-tested 
the work for two days in three villages.  
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I chose to test the work in three communities. Two were villages called Seure and 
Mur in the Rai Coast district while the third community was at the District Station, 
Saidor. Saidor is the government hub where all government offices and services are 
located including the main health centre, a primary school and other relevant 
government amenities. District staff and their families live within the district station. 
On the outskirts of the District Station are nearby villages who lay claim to the land 
on which the district was built.  
Our choice to test in these three villages was mainly because the three places were 
immediately accessible but also had enough differences to warrant a comparison for 
the way they each experience TiC. 
Seure, the furthest village is a seven-hour walking distance from Saidor District 
station. On the whole it largely functions without the support from Saidor 
Government. As well as being chosen for its distance from the station and the impact 
of this on the community, I also chose it because I was interested to see how women 
function in the community and if distance and lack of exposure to other services 
including education and health affected their function.  I was particularly interested in 
the women’s ability to voice their thoughts about matters that concerned them.  
Mur village was chosen because it represented villages nearer to Saidor District 
Station.  The people had relative ease of access to the services there. Mur is an hour’s 
walk from the District Station. Because of Mur’s proximity to the station the 
community is usually the focal point of health and education programmes and 
therefore more exposed to accessing information than Seure. In relation to women, I 
wanted to know if this exposure had some impact of the way women spoke up about 
issues affecting them. 
Saidor District station was chosen because the demographics in the station 
represented well-informed men and women who were exposed regularly to education, 
health and other information. The nearby villages were also adequately informed of 
health and education information.  Like the other two villages, I wanted to hear the 
perspectives of the women. I knew from first hand experience that women residing at 
Saidor station were far from timid. In fact they were capable of holding us 
accountable for performances that did not represent them fairly.  Based on my past 
experience with Saidor District Station, I also knew the men would hold us 
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accountable for misrepresentations as well. Most importantly, I knew the 
conversations would always be animated and volatile with interesting intersections in 
between. These were ideal conditions to test TiC. 
As a whole, all three villages represented varied demographics, perfect to test the 
capabilities and design features of TiC. 
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Village one  
 
 
 
 
Figure 10 Seure Village – 3 hours Theatre in Conversations workshop and 
performance 
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Village two 
 
 
 
Figure 11 Mur Village – 3 hours Theatre in Conversations workshop and 
performance 
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Saidor District Station  	  	  	  	  	  
	  
Figure 12 Saidor District Station – 4 hours Theatre in Conversations workshop 
and performance 
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4.4 METHODS OF DATA COLLECTION  	  
Methods employed in this inquiry are “multi-method led by practice” (Haseman 2007 
p151). Gray (1996) indicated as much when she first introduced practice-led in that it 
is “…augmented with useful social science methods, usually adapted in some way…” 
(Gray 1996 p17).  
For my enquiry I used narrative inquiry, audio-visual documentation, background 
empirical qualitative data collection, participatory observation and exploratory 
creative workshops involving creative development. I also used a Workshop Journal 
to capture the experiences and creative development that emerged while devising TiC 
with the artist-facilitators. Furthermore, I used the Workshop Journal to also capture 
creative developments and intersections emanating from field-testing TiC in the three 
villages. Observations and discoveries have been incorporated into the TiC Handbook 
for Facilitators, and constitute one part of the creative practice under examination. 
TiC Handbook for Facilitators is described in full under Examinable Components 
further down in this chapter.  
The development of my practice is two fold – firstly to give form to a new Theatre for 
Development practice and secondly to test the applicability of this form using the 
issue of violence against women. 
The development of form and the explication of my practice are what Haseman 
asserts as representing knowledge claims. Practice-led researchers  
 …have little interest in trying to translate the findings and understandings of 
 the practice into numbers (quantative) and words (qualitative) preferred by 
 traditional research paradigms (Haseman 2006 p102). It not only expresses 
 the research, but in that expression becomes the research itself  
 (Haseman 2007 p150)….expressed in non-numeric data, but in forms of 
 symbolic data other than words in discursive test (ibid  p151). 
 
Methods employed in the first task included devising process drama workshops, using 
forms and convention familiar to the practice and stories to frame fictional scenarios. 
A combination of on-the-floor mentoring, during and after performance discussions 
and creative development of scenes were intrinsic, instructive and helped manifest 
participant understanding. I employed reflective practice and drew from indigenous 
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pedagogies of learning to strengthen participant’s understanding and to sharpen their 
practice. I used it also to unknot aspects of the practice that proved difficult. 
Methods employed in the second task – testing the form - were demonstrated in 
creative development and practice sessions designed to articulate artist-facilitators 
understanding of processes of social change and forms of violence through practice. 
Also through practice, artist-facilitators physical embodiment of the global and local 
context of violence against women were explicated. Further demonstration of 
participants’ levels of understanding and facilitation skills in contentious scenarios 
relating to the issue of violence against women were evident also in practice sessions. 
Our efforts were tested in three local villages in situ, spread over two days.  
 
4.5 EXAMINABLE COMPONENTS 	  
This multimodal thesis has three examinable components: exegetical work (50%), 
storybook (25%) and a workshop handbook for facilitators (25%). A multimodal 
thesis was necessary to adequately describe the dimensions of the practice, the place 
of the practice and to capture the discrete stories that informed the practice. 
Documenting the complexity of a practice in written text is limiting, but presented 
with mediated representation of practice, deepens the appreciation for the 
geographical, linguistic and cultural diversity of Papua New Guinea and the factors 
that influenced the experiences encountered and captured on this research journey.  
Two experiences ground the reality of this diversity – first the collection of stories 
from the four different provincial centres of the country, which becomes the 
Storybook and secondly the documentation of the practice in the local Rai Coast 
district of Madang province, which becomes the WorkshopHhandbook for 
Facilitators.  This aligns with what Stock, Phillips et al. (2009) acknowledges as a 
function of a practice-led thesis in that:  
 …it leads to a consideration of how differing cultural inflections and 
 practices might be incorporated into our reading and evaluation of thesis, 
 how creative approaches to layered documentation can function as durable 
 artefacts of creative research while contributing to the overall knowledge 
 generation of the thesis and what kinds of language structures, such as 
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 metaphor, allusion and symbol, can be co-opted to function generatively in 
 dialogue with other kinds of texts and discourses (p1). 
 
4.5.1 The Storybook 	  
The Storybook titled Will you speak for me? is a poetic register of women’s 
experiences. It uncovers the cultural meaning and social consequences of living with 
violence. Taken from four provinces, the stories are and are not representative of a 
larger population of women experiencing violence in Papua New Guinea. They are in 
the sense that they represent on a broad scale, similarities of violence experienced by 
women in the nation and they are not in the sense that their experiences are unique 
and register individual peculiarities that trouble their lives.  In bearing witness to their 
stories I hope to honour their plea to speak for them and upset the complacency of 
their various readers to better appreciate their circumstances and anticipate various 
ways to respond to them.  
Because of the emotional intensity of the stories, the Storybook balances discursive 
form and the harrowing voices by interspersing the stories with factual statistics and a 
descriptive voice to emphasise a critical function. The format and way in which the 
story is being told is largely influenced by Lather and Smithies’s (1997) style of 
representation and how they write about the HIV epidemic exploring the ramifications 
of the disease through the stories of women infected and affected by the epidemic.  
In uncovering the resistance and experiences of these women I am deeply aware of 
the ethical considerations. On the one hand I make these women vulnerable to 
spectacle exposing them to public scrutiny and more shame. Yet on the other hand 
“wanting to speak quietly, with respect for all that it means to tell stories of people 
willing to put their lives on public display in the hope that it will make it better for 
others” (Lather and Smithies 1997 pxiii) is an imperative I succumb to. For the most 
part it is because the women themselves pleaded with me to tell their stories and 
expose the atrocities they faced so the nation would know. Will you speak for me? is 
their request for me to represent them.  As much as the storybook is about 
understanding the women’s nuanced experiences with violence it serves another 
purpose as well. 
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Part of the constraints in dealing with violence in PNG is learning to look for patterns 
as well as differences and acknowledging the multiple layers of lived experiences. 
To test the limits of my TiC model, I needed to appreciate the intensity of women’s 
experiences and understand the forces that created and directed the way women lived. 
Only by doing this would I be able to design an appropriate and relevant TiC about 
violence towards women and adequately address the biases and prejudices raised with 
regards to women facing violence. 
Will you speak for me? documents the women’s situation and is included in the 
practice of Theatre in Conversations about violence towards women in Papua New 
Guinea.  
4.5.2 The Handbook for Facilitators 	  
This Handbook for Facilitators is the result of an evolving process of creative 
development that captures the illustration and processes related to developing Theatre 
in Conversations around violence towards women.   
This process began as an intuition - a strong sensing that if elements of three 
established traditions of practice: Community Theatre, Process Drama and 
Community Conversations, were brought together they could build powerful learning 
opportunities for applied theatre practitioners and because of this, practitioners would 
be more effective in recognising issues and their various manifestations and be able to 
assist local communities mitigate against their consequence. 
I crafted and managed the changing form of the model across two countries, Australia 
and PNG for over two years. All efforts coalesced at a district community hall in 
Saidor, Rai Coast District in November 2012, where twelve eager but slightly anxious 
experienced theatre practitioners agreed to put flesh to dramatic structure.  Thereafter 
Theatre in Conversations was taken to three local villages; Seure, Mur and Saidor to 
test its rigor.   
However, the journey to articulate the practice did not stop in Saidor after TiC was 
tested. Rather the conversations in the field brought up more speculations and a 
creative mess. Capturing practice that is ephemeral by nature and capturing the 
experiences of local communities and those of us involved in the process has been 
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especially challenging. The exegetical frames of the research harnesses and 
illuminates some of these challenges leaving the Handbook for Facilitators to tame 
the form and articulate in three sections major findings from the creative 
development.  
The first part of the Handbook takes the reader through my TiC workshop, color-
coded to indicate the particular traditions of practice I tapped into. After that the 
Handbook takes the reader through step-by-step considerations for planning a TiC. 
TiC was never about addressing one particular issue – Violence towards women – it 
was always about developing a Theatre for Development form that could be used to 
address any social issues without compromising the learning of those tasked to carry 
out applied theatre work.  The last part of the Workshop Handbook positions the 
reader as an audience/bystander/observer/outsider listening in on the different 
conversations and because of the still images and descriptive renderings of Rai Coast, 
readers are transported momentarily into the conversations. Through the community 
responses, opinion is fostered on the way practitioners of the form negotiated with 
communities to improve community understanding around the impact of violence on 
women, their families and their communities. 
4.6 CONCLUSION 	  
This five-phase design guided the investigation of my research. While I had, through 
practice and the audit of practice, identified ten features of Theatre in Conversations, I 
still had to investigate my hunch that it could trigger locally supported moments of 
transformation. Also under investigation was the supposition that through the process 
of collective understanding and change, a greater appreciation of equity and social 
justice than alternative practices could be developed. 
Gender based violence, but particularly violence against women, was chosen as a 
social issue to test Theatre in Conversations. The stories collected from the four 
provinces were used as content to test the transformative aspects of the form.  
Through practice, artist-facilitators improved knowledge around issues relating to 
violence towards women. Additionally, they were also able to transfer knowledge, 
negotiate discussions and correct misconceptions related to all forms of violence 
because Theatre in Conversations facilitated a process of learning.  
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Author’s Note:  
A key aspect of this research was the production of two stand-alone 
creative artefacts that could progress the study undertaken and bring it to 
life within the communities studied and beyond. While this study relates 
specifically to the situation in Papua New Guinea, the problems 
encountered on our journey are not manifest in PNG alone but have 
similar echoes in other cultures where tradition and modernisation can 
cause a questioning of values and add to social stresses. One of the key 
outcomes of this research is to test the applicability of our findings in 
such societies.  
The Storybook and the Workshop Handbook for Facilitators are 
introduced here but are submitted with this thesis as separate documents. 
It is recommended that both be read in full in the above order before 
reading the Findings in Chapter Seven. The two artefacts are to be 
identified as follows: 
	  
 CHAPTER FIVE: CREATIVE ARTEFACT ONE 
	   	   Storybook entitled Will You Speak For Me? 	  
 CHAPTER SIX: CREATIVE ARTEFACT TWO 
  Theatre in Conversations Workshop Handbook for Facilitators 
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CHAPTER SEVEN: FINDINGS 
 
This research set out with the aim of devising a new TfD model that addressed the 
shortfalls of current TfD practice. Driven by two research questions, it uncovered 
design features and specific sets of capabilities that have the potential to address the 
current limitations of TfD practices.  This research project has not been designed as a 
study to empirically measure the impact of social change through Theatre in 
Conversations. However, evidence from the workshop series conducted as part of the 
study suggests that Theatre in Conversations will have a strong impact on 
communities because of the culturally specific nature of the approach and that the 
social groups involved are challenged by the introduction of the safe space. 
For instance I noticed that social spaces traditionally controlled by men were 
transformed into safe spaces allowing men to speak against other men condemning 
their long held beliefs that attributed low status to women. This culturally specific 
scenario of men condemning other men’s behaviour highlighted a transformative 
moment because men in general are unaccustomed to speaking against each other in 
public and especially in support of women’s rights. They avoid it because shaming 
emasculates men.  
I noticed also that these safe social spaces afforded women the opportunity to speak 
and share openly their tragic stories of violence and how it affected them and their 
children.  In the confines of their homes women were unable to share their stories 
finding it difficult to speak to their husbands about their hardship and pain.  
Sometimes the women kept their silence out of shame and other times out of fear of 
inciting more violence against them. This anecdotal evidence indicates that the 
possibilities for change that TiC is able to trigger are conceivable because of the 
three-layered complexities of its form, which stand to be part of a new contemporary 
TfD.  
However in relation to the creative study, I answer Research Questions One and Two 
as they address firstly the enquiry related to finding design features of a new TfD 
model and secondly the identification of the skills and capabilities required of 
participants engaging in this form. 
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7.1 FINDINGS RESEARCH QUESTION ONE 
 
Based on the contextual review in Chapter Two and Three, I made certain 
assumptions about Research Question One: 
What are the design elements and characteristics of a new model of theatre 
for development, which addresses the shortcomings identifies in the 
current approaches to theatre for development in PNG? 
 
Consequently, I identified ten distinct design elements (on p61-65) extrapolated from 
a contextual review of three different practices already in existence in PNG. When I 
undertook the workshops that combined these ten design elements, additional features 
emerged. More precisely, seven additional features prominently appeared shaped by 
the circumstances of fieldwork in three different villages in the Rai Coast District.  
They align and deepen the ten design features found in Chapter Three.  They are 
explicated below: 
1. The need to acknowledge learning modalities in PNG 
I found one of the design elements for Theatre for Development practice needed to 
connect with the learning patterns in existence in PNG. I made use of these 
indigenous ways of learning to enhance the artist-facilitators and participants learning 
experience. This has been acknowledged in Western discourse of course by Barth’s 
(1975, 2007) discussion of metaphors and then Moutu’s (2007) explanation of 
juxtaposition and analogies as well as references to kinetic and visceral ways of 
learning. 
 1.1Metaphors:  
In relation to metaphors, Barth (1975) describes the ways the Baktaman of New 
Guinea interpret and understand their world by the use of analogies to clear 
understanding of the less obvious.  “…[T]he essence of the metaphor is the use of the 
familiar to grasp the elusive and unrecognized, rather than the mere ordering of the 
phenomena by homology” (p199). Here the emphasis is on substantive meaning that 
articulates man’s holistic relationship to the world (Barth 1989, p120) rather than a 
linear grasp of meaning with little understanding of the depth of the relationship to the 
larger world. Metaphor is used as an interface between local knowledge and outside 
knowledge to elucidate the issues surrounding gender violence.  
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For example in Saidor District Station to highlight the substantive meaning and thus 
the debilitating effects of violence on women and children the episodes needed men 
(because they remain the main perpetrators of violence) to understand the 
consequences of violating their partners.  
Men valued their mothers and children and in most cases visibly cared that no harm 
would come to them. By using the value men placed on these filial ties, my co-
collaborators and I created moments in our episodes that men could relate to at that 
very personal level. The impact of this was breathtaking. Some never saw their wives 
beyond the maternal and domestic roles they played in the homes and in society. 
Women served a purpose and the way they felt when constantly abused was 
overlooked and often thought of as far too insignificant to address.  
However, when the episodes made visible the personal stories of struggle and 
hardship of the women, there emerged moments of affective association. Some men 
sat deep in solemn thought, other men shifted uncomfortably and still others just 
looked to the ground unable to watch the performance anymore.  
The discussions that followed triggered profound questions asked by men of other 
men needing to understand what could compel a man to inflict continuous harm on a 
woman when most times she could hardly defend herself and even more disturbing 
when the violence was uncalled for? 
The nurturing and absolute care for a woman was likened to the way they would treat 
something men held dear, whether it was land or culturally specific items of value. 
Understanding the worth of women in a way men that could relate to strengthened an 
affective understanding of connections between violence towards women and its 
impact.  Metaphors generated by participants response to the dramatic events in the 
open story for each of the episodes were also used as starting points to devise 
narratives which were used in the workshop.  
 1.2 Juxtapositions and Analogies: 
Similarities were often laid side by side to reveal knowledge that seemed elusive. 
Moutu (2007) describes the Iatmul’s way of explicating meaning through juxtaposing 
analogies (p101) as a way to make connections with knowledge that was not always 
immediately understood. Convinced that this way of learning could be serviceable to 
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TiC, I made use of juxtaposition and analogies to clarify the processes of social 
change chart (p47) as one example of how I made use of this Indigenous pedagogy. I 
knew that if artist-facilitators understood the substantive value of this process they 
would be able to expertly mediate discussions in the villages.   
To do this, I recalled an event that encompassed all five components embedded in the 
processes of social change chart, and one about which the artist-facilitators had 
knowledge. It was the building of a primary school in a local community to encourage 
more children to go to school. Apparently the two-hour walking journey to and from 
the nearest primary school over the years contributed to the high attrition rate of their 
students leaving school. Although as a community they had come together and agreed 
to have a school built in their local community, dispute arose, raised mainly by the 
local landowner who owned the land on which the school would be built. He had 
changed his mind and no longer wanted the primary school built on his land. After 
much negotiations and discussions that sometimes lead to significant levels of 
tensions, the landowner relented. In the end, they all agreed their children’s education 
was of utmost importance and had valuable benefits that surpassed the needs of one 
person.  
Juxtaposing the processes of social change using something familiar and similar 
meant artist-facilitators could grasp the concept of social change in a holistic manner.  
Here artist-facilitators could clearly see how building relationships with whole 
communities to build the school were important and that different perspectives 
contributed to the process of deepening understanding. They could see the causal 
effects and understood it because it was a local experience easy to relate to. 
They could also see how the growth of self-understanding within communities could 
build capacities for change. They understood their strengths and weaknesses though 
collective dialogue over time and knew the community had the capacity to 
comfortably accommodate a primary school in its local area. 
Artist-facilitators saw how understanding the importance of education and its 
potential to change their children’s lives and subsequently the lives of community 
members as a motivation stimulating the change process. 
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An illustration of handling problems and conflicts through the landowner’s 
disagreements helped artist-facilitators to understand that problems and conflicts are 
inevitable and that learning to facilitate these confrontations was necessary, but they 
hinged greatly on the skills and capabilities of the artist-facilitator to mediate these 
dialogues. 
And lastly, documenting, monitoring, reflecting, reviewing and evaluating the process 
of consultation through iterative and reflective processes has the potential to 
contribute to change. 
Illuminating the processes of social change using juxtaposition and analogies enabled 
artist-facilitators to repurpose their understanding of it and use it to elucidate and 
mediate conversations around the complexities and challenges of violence towards 
women.  
	  
 1.3 Kinetic and visceral modes:  
This approach refers to learning through seeing and then doing.  Somare (1975) 
explains that even though communities “had no formal education, we learned a great 
many things in the village. We observed how our elders conducted their affairs” (p9) 
be it thnrough songs, dances, traditional village games or in the case of Somare, 
initiation rites to becoming chief within his own village. In a society, which is 
principally not text based, experiential learning through the visual, deepens 
understanding and knowledge about living in these social spaces. To ground this 
knowledge firmly into the consciousness of individuals and communities, elders and 
owners of traditional knowledge offered mentorship and support through this 
Indigenous way of learning. During the workshop exercises, games and visual 
representations were used for critical analysis and interpretation of violence, and I 
guided and deepened their understanding through juxtaposition, analogies and the use 
of metaphors.  
Using Indigenous pedagogies to support the learning praxis of the workshop assisted 
artist-facilitators to engage efficiently and effectively with the TIC practice.  
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2. The importance of negotiated community entry 
Before entering into a community, consent and negotiation from key community 
leaders precedes the establishment of a presence in any local community. There are a 
number of people involved in these consultations and this includes elders in the 
community, local council leaders, female leaders and the district administration.  
Negotiating a community entry with these people recognises the power structures 
within communities. If negotiated well and over time, spaces for conversations will 
ensure the safety of women, young people and men to speak. It further allows for 
necessary social transgressions to occur. Over time TfD practitioners can facilitate 
and extend these neutral social spaces into everyday community life. 
3. The need to be informed by local and specific ways of knowing 
TfD practice needs to be relevant, site specific and reflect the tensions and calamities 
of a community. To achieve this, TfD practitioners require an intimate knowledge of 
the social and cultural matrix of the community. It then becomes pertinent to utilise 
people with local expertise as an important resource to TfD practice as they provide 
local and specific knowledge. Their collective history and collective memory become 
an important source to gather empirical knowledge about issues and about the various 
manifestations and influences of these issues. This data is fed into the creative 
practice ensuring TiC continues to be meaningful and relevant.   
4.  The need to collaborate and devise responses in actions 
 TiC is dependent on local knowledge. The three-layered complexity of TiC enables a 
democratic generation of relevant findings extrapolated during workshop processes, 
which easily allows the flow of narratives for the open story.  Mastering artistry of the 
three disciplines: Community Theatre, Community Conversations and Process Drama 
assists and sharpens collaborative processes that contribute to creative development of 
narratives.  
5.  The need for porous structures 
An important design feature of a contemporary TfD model is that it has to be open, 
provisional, flexible and responsive to local structures, able to immediately include 
local content and discussions and therefore re-design and adapt itself to address issues 
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that arise and that need further explication. This design feature ensures that 
community theatre practitioners listen to the way people experience social issues and 
attend to each site’s particularities. Because of this structure, communities are assured 
that their views are taken seriously and fairly represented as they are incorporated into 
the performance and immediately played back to the community, instantly available 
for further discussion. 
6. The need for expert content knowledge 
In the new TfD model participants are expected to have in depth understanding about 
the particular issue under examination. It is recommended that the process of 
deepening understanding should be done through narrative inquiry, gathering stories 
drawn from those impacted by social issues. This way of working provides 
participants with a rich and nuanced reading of the various ways the issue is being 
experienced. Most importantly it guarantees that leaders and participants of TiC focus 
on understanding power within communities, how it directs the way people live and 
how it also manifests itself within the social structures. Having this insight assists 
participants to acknowledge how power structures impact and influences social issues.  
TfD practitioners of this new model are strongly recommended to collect stories from 
different areas or villages and not only from within one area or province to have a 
broad understanding of the social and cultural influences on the lives of those 
affected.   
By collecting detailed information about a place through stories, TfD practitioners 
acquire an intimate insight into the lives of those afflicted and therefore are better 
prepared to develop relevant responses to communities during performances because 
they understand the forces at play in peoples’ lives. This knowledge assists TfD 
practitioners to be better prepared to address concerns and articulate clearly the 
interrelated factors that complicate the lives of people once TfD conversations are 
entered into. 
Apart from using narrative inquiry as a rich source of content knowledge it also 
presents a less intrusive way of gathering information.  
Understanding the social and cultural dynamics of a place is one part of the way to 
improve TfD practitioner’s content knowledge. The power of facts represented in 
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robust empirical and quantitive data also improves content knowledge of a TfD 
practitioner. Taken together narrative inquiry and persuasive empirical data provide 
expert content knowledge ensuring that practitioners of the form are prepared, well 
informed and able to generate and guide rich discussions. 
7. The need for ongoing reflection and evaluation  
TfD practices usually conduct evaluations of their programmes after they have 
completed a year of practice or following the end of their full funding cycle rather 
than embark on ongoing reflections and evaluations during the course of 
implementing their work.  This way of working confines the potential of the 
programme because practitioners focus more on achieving their programme 
objectives rather than accessing the impact of their programmes on the ground.  As a 
consequence, practitioners miss the opportunity to reflect on the impact of their work. 
If sustained ongoing reflections and evaluations of a programme were to be 
encouraged, practitioners would identify and capture relevant and pertinent markers 
of progress or lack of it. This information could then be used in the future to sharpen 
the way TfD projects work to create change in local communities. Reflective practice 
is capable of uncovering nuanced experiences and can be serviceable as an ongoing 
method of data collection.   
However, to maximise the full potential of ongoing reflective practice, it should be 
achieved in a structured way. For the ACT program, it conducted quarterly 
evaluations of all its related programmes assessing the impact of its work. TfD 
programmes may consider a similar approach.  
7.2 FINDINGS RESEARCH QUESTION TWO 
 
For TiC to be used efficiently and effectively, the agility of artist-facilitators to lead 
the form has to be refined. In my work with the artist-facilitators of the Rai Coast, 
while they were familiar with community theatre techniques, they needed professional 
development to cultivate their competencies as leaders in their delivery of TiC. A 
story capturing the absolute necessity of this happened during our second trial of TiC 
in Mur village.  
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Our field tests always served two purposes; to test Ti as a new TfD form and for me 
to access the way assigned artist-facilitators managed especially tenuous 
conversations. 
At Mur village one of our young male artist-facilitator’s attempts to increase 
knowledge around violence towards women failed because he ended up admonishing 
the men and blaming them for the deplorable state of all women in their community. 
He had started out well in his task to deepen knowledge but after one of the men in 
the village refused to relent on his patriarchal views as valid and not harmful to 
women, our young artist-facilitator decided to treat him as his adversary. Unable to 
restrain himself, he continued his diatribe on the whole community.  The men and 
women were clearly very agitated and visibly annoyed at being collectively accused 
of being impervious to their women’s needs and being spoken to in this manner but 
this observation seemed to escape him. I managed to appease the situation after which 
we continued with the conversation.  
But the reality of how our young artist-facilitator mediated and managed TiC at Mur 
Village propelled a need to search for skills and capabilities that would improve TiC 
leadership. TiC leaders had to be sensitive and reflective, knowing that as leaders they 
held a certain amount of power over communities and therefore needed to be mindful 
of this at all times. 
Research Question Two framed the capacity building spaces that honed in on TiC 
artist-facilitators leaderships skills and capabilities.  
Research Question Two 
 What skills and capabilities will artist-facilitators of Theatre in   
 Conversations  need to acquire in order to successfully deploy the   
 model for social change in PNG? 	  
This question guides the enquiry that uncovers the skills and capabilities of TiC 
leaders. These skills and capabilities are important because leaders of TiC need them 
to ensure that content is properly explored and informed by ethical considerations, 
and more importantly, that the leaders do not exhibit behaviours such as our young 
during TiC in local villages. 
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To manifest the competencies of a TiC leader, I incorporated the design elements into 
Theatre in Conversations and then tested it out using the issue of violence towards 
women in three local villages within the Rai Coast District, Madang Province.  
The research revealed four capabilities needed by TiC leaders to skilfully lead TiC. 
They include acquiring relevant content knowledge about the issue under enquiry, 
attaining a high level of proficiency in facilitation skills and mastering artistry in 
community theatre, community conversations and process drama practice. Lastly 
artist-facilitators need to continuously monitor and improve TfD by constantly 
engaging in the processes of documentation. Each capability is carefully considered 
below. 
1. CONTENT KNOWLEDGE 
A TiC model has to fully interrogate the issue under investigation and uncover the 
various complexities that exacerbate it.  Gaining content knowledge about the issue 
informs the creative development of TiC.  When artist-facilitators increase content 
knowledge they are able to devise site specific performances, relevant and suitable to 
a particular locale. Three aspects of content knowledge are especially important to 
consider when gathering content knowledge. They are explained below. 
 1.1 Deep factual knowledge about content: 
The first facet of content knowledge to be discussed here is acquiring deep factual 
knowledge about content.  To pursue this, an artist-facilitator has to be committed to 
understanding the scope and depth of the issue.  Scant understanding of it reduces the 
ability to recognise the underlying causes of the issues. To mitigate against this, artist-
facilitators have to engage in a thorough literature and contextual review and also 
acquire additional knowledge by triangulating findings through undertaking field 
research across various sites to understand the broad impact of the issue on the lives 
of people.  
 
For example in my TiC, understanding the implications of violence on the lives of 
women and girls within the literature review was insufficient. In order to understand, I 
needed to see for myself and experience through the women’s stories how violence 
influenced the lives of the women from diverse backgrounds.  To do this, I undertook 
field research in four provincial centres to map out the diversity of incidents of 
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violence women encountered.  I felt that it was my ethical responsibility to do so 
otherwise I could not see how I could represent them or their worlds fairly. My 
findings subsequently informed the design of the creative practice. As a commitment 
to this trust in me, I ensured that women’s experiences were the centrepiece in TiC 
and their voices salient and unembellished.  
 
 1.2 Deep knowledge about kinship and social relationships: 
Secondly, I needed to understand the ways that kinship and social relationships 
determined how communities lived. TiC was developed in Papua New Guinea, and 
because PNG has highly intricate interlocking social relationships, I was keen to 
understand the way these relationships directed how people live in these communities. 
It was important to understand the way kinship and social relationships made visible 
distinct and definitive cultural and social patterns that influence and shape women’s 
decisions. Apart from understanding the communities’ relationship with the women 
and vice-versa it is essential to uncover other social networks and support structures 
that could alleviate some of the burdens of issues.  As is the case for women facing 
violence finding these support structures within are necessary because the paucity of 
available and useful services for women facing violence in their local areas could 
leave them stranded and abandoned, unable to support themselves. Identifying these 
social structures provides some hope and support for them.  
 
 1.3 Deep knowledge of power and how it manifests itself socially and   
       culturally in the place:  
Inequity is mostly likely to be experienced by those already marginalised and unable 
to escape it for various reasons. Because the consequences of inequitable 
circumstances and disproportionate access to services place marginalised groups in 
even more vulnerable positions, it is imperative for leaders of TIC to be able to 
recognise patriarchal power structures that perpetuate these unjust circumstances. At 
the same time it is equally important to find strategies that challenge these power 
structures and allow for dialogue to occur without fear of transgression. For example 
in my TiC, I introduced safe spaces to allow necessary social transgressions to occur.  
2. FACILITATION SKILL 
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TiC involves discussions with whole communities and therefore needs to be prompted 
and guided strategically to ensure correct knowledge is made known and 
misconceptions surrounding the issue under scrutiny are corrected. Hence those 
leading TiC need to acquire skills in facilitation, mediation and negotiation techniques 
to ensure conversations and discussions flow regardless of how tenuous or tumultuous 
the conversations become. There are five capabilities that can sharpen facilitation 
skills in TiC model. They include questioning skill, being aware of non-verbal 
cues, being an active listener and negotiating skill and lastly being cognisant to 
your being as an agency that provides the possibility to create change. They are 
explained in detail below. 
 2.1 Questioning skill:  
TiC facilitators should acquire skills in knowing how to ask the right question, which 
requires consideration of how we frame certain questions. For instance the questions 
should always be open questions that move conversations forward. They can also be 
probing questions but delivered in a neutral and non-confrontational way. When TiC 
artist-facilitators are skilled at it, they can expertly extrapolate vital information with 
ease.  As much as possible artist-facilitators should avoid asking closed questions, as 
these kinds of questions tend to shut down conversations. Lastly, artist-facilitators 
should be wary of the kinds of questions that offend community members and avoid 
using them. 
 2.2 Non-verbal language:  
Paying attention to non-verbal bodily cues is important in TiC. It is imperative for 
TiC facilitators to present non-verbal cues that are less intrusive and signal an 
openness and willingness for conversations to happen. Ideally artist-facilitators need 
to display body language that is open and not closed. Closed body language is likely 
to be represented by a person with their arms crossed and displaying an attitude void 
of friendliness. It could also be artist-facilitators being deliberately disengaging and 
actively displaying animosity in their behaviour towards the community. Non-verbal 
queues such as these close down conversations and decrease the possibility of 
engaging in a meaningful dialogue. 
 2.3 Active listening skill: 
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TiC facilitators need at all times to show respect and treat groups or individuals they 
encounter in ways that value their presence and contribution regardless of how small 
it may appear. One way to do this is through active listening displayed in the way TiC 
facilitators demonstrate sensitivity to the conversations and self-awareness about 
themselves and their environment and the power they possess to influence thought 
and conversations.  
 
One way to demonstrate active listening is to listen to what others say and ensure that 
it is captured then repeated in their words and not deliberately misinterpreted. Being 
intentionally dismissive and careless with interpretation causes more harm and further 
isolates individuals and communities who are already significantly marginalised. 
Actively listening to individuals traumatised by various social injustices engages 
people on a very human level and places a premium on their contribution. 
 
 2.4 Negotiating skill:  
TiC facilitators have to be able to negotiate understanding around contentious issues 
in communities without being confrontational. To do this, each facilitator has to be 
mindful of the tensions and power structures that exist and avoid being intentionally 
antagonistic or forcefully pushing their own points of view onto the community. This 
knowledge will prepare them to navigate discussion around harmful views but also 
importantly challenge views that are counter-productive to change.  
 2.5 Skills for building agency:  
As a TiC facilitator you become both the moderator and the mediator at TiC 
community discussions. Being a conduit for agency, you ensure everyone who wants 
to speak is able to speak, especially women and young people. Be aware of the power 
you as a TiC facilitator hold and ensure that you are indiscriminate and fair in these 
discussions, allowing for all that want to speak and need to speak to take part in the 
conversations. 
3. ARTISTIC MASTERY 
TiC depends on interdisciplinarity for efficiency. Leaders of TiC have to master the 
artistry of three disciplines; Community Theatre, Community Conversations and 
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Process Drama to sharpen their capabilities as artist-facilitators, which has subsequent 
bearing on the quality of TiC, which is the creative work. Leaders have to understand 
the purpose of: 
3.1. Dramatic forms  
3.2 The use of improvisations  
3.3 Elements of an open story 
3.4 The use of practice sessions and lastly how a 
 3.5 Leaderly role brings together all four elements to create a TiC dramatic 
    performance. 
  
 3.1 Dramatic forms: 
In dramatic form, it is essential that artist-facilitators have an in-depth understanding 
of Bowell and Heap’s double helix model of form and content and how they frame 
dramatic experience. Having an in-depth understanding of the forms and conventions 
used within this model has the potential to trigger a rewarding TiC workshop and 
subsequently deepen participant’s experience of the issues being explored. 
 3.2 Improvisation: 
TiC uses improvisations as one of the main techniques of enquiry, therefore artist-
facilitators need to understand the art and artistry involved in devising improvisations. 
Improvisation is not just mindless play, but rather a well thought through form that is 
purposeful and adheres to the dramatic conventions of play building. When harnessed 
correctly its usefulness in TiC has great impact. 
 3.3 Open Story: 
Artist-facilitators should be able to understand the principles and purpose of an open 
story. This understanding will enable leaders of TiC to devise an open story and 
maintain the consistency and development of set characters throughout its creative 
development. Co-creativity lies at the heart of an open story, so it is pertinent that 
leaders of TiC understand the mechanics of an open story to maximise this capability. 
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 3.4 Practice sessions: 
TiC rehearsals will culminate in several performances in local communities, so as to 
maximise the impact of any TiC performances, leaders of TiC are encouraged to have 
practice sessions during the workshop. TiC practice sessions are tailored rehearsals 
sessions.  During these sessions, artist-facilitators display their artistry in a number of 
interlinked areas. The artist-facilitators will practice how to comfortably lead a mock 
TiC, starting with introducing it, managing the form, maintaining a presence, 
conducting the workshop and leading and facilitating the conversations.  Built into 
these practice sessions are necessary tensions and debates that communities are likely 
to raise. When used correctly it adds thoroughness to the performative and social 
enquiry aspects of TiC and also creates agile TiC facilitators able to engage with a 
community. 
 3.5 Leaderly Role  
A TiC leader has to be familiar with what it means to take on a leaderly role as this 
role extends the design of a TiC workshop. While a leaderly function shapes the 
structures of a TiC workshop, the leader also is aware that when leading the 
workshop, he or she allows the work to evolve naturally during on the floor planning. 
A leaderly role also means that during this structuration process the leader never gives 
up the role of leader. They maintain their leadership throughout the exploration of 
content. 	  
4. DOCUMENTATION PROCESSES 
 
The key to the evolving nature of TiC is engaging in ongoing processes of evaluation 
that regularly inform the work. Valuing documentation practices has a direct bearing 
on the quality of TiC. This aspect of documentation ensures that TiC remains fresh, 
relevant and up-to-date with whatever issue is being examined and responds 
accordingly.  
 
It achieves this by placing an emphasis on the collaborative process of documentation 
between leaders of TiC and the artist-facilitators. This shared process values the 
collection of different perspectives and understanding. Sifting through and collating 
this data can uncover relevant information, such as how communities engaged with 
TfD performances. These findings can inform TfD practice.  There are five skills 
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within the documentation processes that leaders of TiC and artist-facilitators need to 
be well versed in to ensure TiC remains relevant. They are described in full below. 
 
 4.1 Preparation forms: 
A preparation form is a set of questions designed to guide TiC and deepen the 
conversations, particularly around sensitive areas of the issues and also in areas least 
attended to. Various exercises, dramatic forms and stories are carefully crafted to 
trigger these discussions. One of the advantages of this is that questions in the 
preparation forms generate discussions that usually uncover tacit knowledge and 
biases that might not usually emerge naturally. But for this to happen, leaders of TiC 
need to acquire the competency to choose the dramatic forms, exercise and/or stories 
and design appropriate questions that guide the inquiry of the theme being explored. 
(See Resource 11, p73 Facilitators Handbook for an example of how to do this). Once 
leaders of TiC and artist-facilitators have acquired mastery in designing preparation 
forms, discussions that follow engender rich findings. These findings are captured in 
record forms. 
 
 4.2 Record Forms:  
A record form is designed to capture qualitative and quantitive findings. Therefore 
artist-facilitators are required to effectively capture observations and relevant 
responses from the community. For example in my TiC, I noted observations during 
field-testing and then captured them onto a TiC record form, see resource 12, p74 
Facilitators Handbook for example. These record forms serve as a record of how TiC 
was conducted. Information gathered in these forms has the potential to strengthen the 
work. 
 
 4.3 Video Documentation: 
Participatory techniques in filmic documentation can be useful and present 
democratic possibilities for engaging in, capturing and representing multiple voices. 
Through this process of research enquiry emerges rich visual data that can be put to 
good use.  However, ethical consideration for participation and inclusion of 
participants should be central to the research design and guide the filmic fieldwork 
documentation processes. 
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 4.4 Still photos: 
Still photographs like video documentation are a visual representation of research. 
Like the filmic narratives, still photos are able to serve as a powerful visual tool for 
representation. Here also it is important to consider ethical parameters of engagement 
and representation of those photographed. 
Conclusion: 
Field-testing the ten design features of TiC in the field further uncovered an additional 
seven features and through this enquiry, four distinct capabilities for mediating 
conversations also emerged.  
 
Early feedback from field-tests, show that the design features and four capabilities 
assisted artist-facilitators to identify and recognise the conversations that use cultural 
arguments to legitimise violence. The artist-facilitators subsequently contested these 
beliefs in a way that was less confrontational.  
 
In particular Selep, a recently married 26-year-old male artist-facilitator demonstrated 
this by sharing his own story with the men and the whole community to highlight the 
effects and affects of violence: 
 Beating your wife does not help you and your family. It creates more anger 
 and your wife will not help you in other tasks or support you to raise your 
 children. This is bad for you and for your family. I used to beat my wife up 
 but then she would not help me because sometimes she was too sick to do it or 
 too angry with me. Now I try and talk to her instead of beating her. She’s  a 
 lot happier than before (Mur Village, Rai Coast district 1st December 2012). 
As a man speaking against what is traditional and largely an accepted practice 
demonstrates forthright social transgression on Selep’s part. His openness in valuing 
his wife possibly gave the courage to men to criticise other men in the way they 
treated their wives.   	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7.4 CONCLUSION 
 
In answering my two research questions it became clear that while the questions are 
independent they also exist in a symbiotic relationship where both concepts and 
emerging ideas oscillate back and forth informing each other and sharpening the 
research outcomes. This is largely because of TiC’s purpose: to train and prepare 
diligent community arts practitioners to a level where they can audit, critique, 
challenge and suggest alternatives to the social and cultural practices that prevent 
change or fail to promote social justice.  
By reflecting on and researching the practice of Theatre in Conversations, I 
discovered that it is possible to train artist-facilitators to audit and address harmful 
cultural practices. It is particularly satisfying to see the conceptual underpinnings of 
Community Theatre, Community Conversations and Process Drama injected through 
research into this practice called Theatre in Conversations.  
This research demonstrates that socially committed cultural practitioners, no matter 
what level of education they have, if taught well, can understand and lead change 
themselves.  Sometimes as workshop leaders operating in the planet’s oldest and most 
diverse cultures we forget this and fall back on and continue to privilege workshop 
training that propagates western ways of acting and learning.  
Theatre in Conversations integrates hybrid pedagogies to support genuine 
participation and ensure reflective collaboration between workshop leader and 
community artist-facilitators to maximise the benefits of TiC for PNG communities. 
A key innovation in this approach is the hybridising of long held Indigenous forms 
and pedagogies to teach in a way that untrained artist-facilitators, with a deep lived 
knowledge of these forms can understand it and apply it with communities 
My hope is that Theatre in Conversations can add to the strategies which change the 
way we conduct Theatre for Development in PNG, and possibly even beyond, and to 
engage participants in a respectful way, sensitive and committed to drawing on the 
ways our communities have learned and sustained life for thousands of years.  
My hope is also that Theatre in Conversations will stand as a sustainable form of 
theatre for development because fellow artist-facilitators will genuinely understand 
the implications of their training and know how to maximise the impact of their 
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practice to create long-term sustainable change within and for their particular cultural 
context.  
7.3 FURTHER RESEARCH  
 
Will Theatre in Conversations become a transforming approach to development in 
Papua New Guinea or other countries? Perhaps but further research is needed to test 
TiC in other local villages to evaluate how the design features succeed in shifting 
perspectives and improving the learning capabilities of their rural participants.  
 
Further research needs to be done to determine the type and volume of data to define 
the transformative possibilities of Theatre in Conversations. However, early indicators 
from this research have demonstrated positive responses which address some of the 
shortfalls that problematise current forms of Theatre for Development and point 
towards Theatre in Conversations serving as a model and an opportunity for 
indigenous practitioners to realise the development hopes of a country though a fusion 
of western and indigenous cultural forces.   
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